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HIFdddbddacatttatteeces 
Tothe truly Noble,M agnanimon, 


and. Itluftrious PRING E, 
' WILLIAM CAVENDISH, 


Duke, Marqueſs, and Earl of Newcaſtle; 
Earl of Ogle ; Viſcount Mansfield; 
and Baron of Bolſover, of Ogle , 
Bothal, and Hepple : Gentleman of 
His Majeſties Bett-chamber ; One of 
His Majeſties moſt Honourable Privy 
Councel.; | Knight of the moſt Noble 

Order of the Garter ; His Majeſties 

\ Lientenant of the County aud Town of 

| Nottingham 3'"and Tuſtice in Ayre 
Trent-Notrth, &c. 

| MY LORD, 

| &/2JPagqgHe Benign afpet which Your 

/ K@| [&9X Crace doth*caft'upon this Sci- 

| CZ | [Op ENce, by cheriſhing afid main- 

(6% yy taining fuch as'are excellent' in - 
22<xz2 it; as allo, your particular 

favours to my felf, and your being pleaſed 

with ſome things which I formerly compoſed 
| A 3 tor 


The Epiftle Dedicatory. 


for your Crace's recreation , have given me 7 
the confidence of preſenting to your Grace | 
this little Treatiſe. It is but a Compendinn: | 
(my Lord) yet contains all that is requiſite * 
ro the Knowledge of Pra&ical Muſick, And] | 
muſt needs think it very fortunate in its Na- | 
tivity, that it comes into the World in ſuch a 
Time, as to find in ore individual perſon, ſo 
Illuſtriousa Patron to protect it , and ſo able } 
a Judge to underſtand it; your Grace (in *' 
younger years) having been ſo eminent in ' 
the ſame Art. Which (I hope) does no way | 
derogate from your honour, fince Kings, as 
well as Sibjets, have thought it no diſpa- 
ragement to be counted Skilful in the Art of 
Muſick: | 
The Muſes have alwayes been your Hand- ' 
Maids (my Lord) as may be ſeen in divers of | 
your excellent Poems : but your Grace has } 
only caſt ſome amorous glances upon Them ; * :; 
your active Genius finding out other more ? 
| Strenupus and Heroick Divertiſments : Wit- * 
neſs that incomparable and elaborate Trea- } 
tiſe of Managing and Riding the Great Horſe, | 
and teaching that uſeful and docile creature * 
all the poſtures and exerciſes which nature | 
hath made him capable of, for the fervice of | 


Man, inall occaſions of War and Peace. As | 
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The Epiſtle Dedicatory. 


| all your moſt exquiſite Skill and Dexterity 
at your Weapon; which have render'd your 


Name famous ; not only in our own; but in 


Forraign Nations, Thoſe things (my Lord) 


! Which you haveleft in Writing, will remain 
! as ſignal Monuments of your Name and Me- 
| mory, when your Titles and Eſtate ſhall be 


transfer'd to your Poſterity. 

The time 1s yet freſh in each ones memory, 
when this Kingdome was in ſo higha diſtem- 
per, that every Loyal Snbject was bound in 
duty to equip himſelf for the defence of his 
King and Country; and then (my Lord) I 
had the honour to ſerve under your Grace's 
Command; when you were General of the 
gallanteſt Army that (1 think ) was ever 
raited in theſe Dominions by the induftry of 
any one ſingle Perſon, and therefore very 
Properly ſtiled your Army. If others, by 
your example, had ſhown the like Loyalty, 
Gallantry, and Induſtry ; thoſe rugged times 
had come to a ſhorter Period, 

I ſhould not have mention'd theſe things 


3 (my Lord) had it not been to ſhew, with 
! how much reaſon (ifI had any thing worthy 
# of acceptance) I ſtand oblieged to offer it at 


your Graces feet : not only as a Debt or 


| Duty on my part , but as an Homage juſtly 


A} due 


The Epiſtle Dedicatory. 


. 


die unto your moſt eminent Worth and 

Merits :-and This ( I hope) will;-in ſome 

ſenſe, abſolve me from the imputation of too 

much boldneſs in this Dedication 3 {ince T had 

- better way to manifeſt my felf, that 
am 


of 


" .(MyLord) 
Your. Grace's\ 
- Ateſs bumble 


and 


truely devoted 


SCYUVAant 


? 


Cur, SimpSON. 


r Ew, 


dubututalulubtctufululutult 
| To the READER. 


80 24> Have alwayes been of opinion, that 
2) (&f5 if a man had made any diſcovery, 
1 2 3 by which an Art or cience might 
BAS 252A be learnt , with leſs expence of 
AG Ka Time and Travail, fe was oblieged 
in common duty, to communicate 
the Knowledge thereof to others, This is the 
chief (if not only ) motive which hath; begot 
this little Treatiſe, FEY 
And though I hnow., a man can ſcarſely write 
upon any Subjedt of this nature , but the ſul 
ſtance will be the ſame in effet# which hath been 
taught before ; yet thus much I may affirm 3 
that the Method is new; and ( as Thope ). both 
plain and ealle 5 and ſome things alſo, are 'ex- 
Plicated, which Thave not ſeen mentioned in any 
former Authogr. | 
T muſt acknowledge, I bave bay par- 
cels out of a Book Tformerly publiſh'd, to make 
up this Compendium : But I hope it is no 
Felony to rob ones ſelf; This being intended for 
fuch as have no occaſion to uſe the Other, Alſs, 
the Firſt Part of this Book, was Printed by it 


ſelf, 
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To the Reader. 


ſelf, upon a particular occaſion < but with ins | 
tention and intimation of adding the other Parts 


thereto, ſo ſoon as they wee ready for the Preſs , 
and the Preſs for them, | 
Every man is pleaſed with his own Concep- 


tions : but no man can deliver that which ſhall 


pleaſe all men. Some perhaps will be diſſatisfied 


with my Method, in teaching the Principles of 


Compoſirion, the Uſe of Diſcords, ard Figu- 
rate Deſcant, ir: three diſtin diſcourſes, which 
others commonly teach together, promiſcuouſly : 
But, I az clearly of opinion, that the Principles 
of Compoſition 'are beſt eſtabliſhed in plain 
Counterpoint 5 Andthe Uſe of Diſcords 2ſt 
be known , before Figurate Deſcant car: be 
formed,” - 

' Others may objef, that T fill up ſeveral Pages 
with things ſuperfluous z as namely,my Diſcourſe 
of Greater and Leſſer Scmitones z and my 
ſhewing that all th: Concords, and other Inter- 
valls of Muſick, ariſe from the diviſion of a 
Line or firing into equal Parts 5 which are not 
the concernuments of PraCtical Muſick, 'Tis 
granted : But my demonſtrations of them are 
Praffical , and, though ſome do not regard ſuch 
things, yet others (T doubt not ) will be both 


ſatisfied and delighted with the knowledge of 


th mr. 
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| offered to you, by 


To the Reader; 


Tf this which Inow exhibit ſhall any way pro« 
#10te or facilitate the Art of Muſick, ( of which | 
T profeſs my ſelf a zealous Lover ) I have ob- 
tained the Scope of my deſires, and the end of 
my endevours. Or, if any man elſe, by my 
Example, ſhall endewour to render it yet more 
eaſie, which T heartily wiſh, T ſhall be glad that 
T gave ſome occaſion thereof. There is no danger 
of bringing Muſick into contempt upon that ace 
compt : The better it is known and underſtood , 
the more it will be valued and eſteemed : and 
thoſe that are moſt Skilful, may ſtill find new 
occaſions ( if they pleaſe ) to improve their know- 
ledge in 7t. 

T will not detain you too long in my Preface 5 


only, let me deſire you, Firſt , to read over the 


whole Diſcourſe, that you may know the deſign- 
ment of it, Next , when you begin where you 
have occaſion for inſtru@ion, (if you deſtre to-be 
inſirufed by it ) that you make your ſelf perfect 
in That particular ( and ſo, of each other ) before 
3ou proceed to the next following : By which 
means your progreſs in it will be,both more ſure, 
and more ſpeedy. Laſily, that you receive it with 
the like Candour and Integrity with which it is 


Your Friend and Servant 


C. & 


a.. 


To his - Homeured Friend 
Mr. Curisroentr Simeon. 


SIR, 


| > 773k Curious diligence peruſed your Excel- ; 


lent Compendium, and am infinitely ſatisfied with 
your Method : it being both new, plain, and rational ; 
omitting nothing neceflary , nor adding any thing 
ſuperfluous. And though perchance onr nei Lights 
(of which this Age has been monſtrous fruitful) who 
can ſpeculate how many Hatrs-bredths will reach from 


the Top of Paul's Steeple to the Center of a Full 


Moon, and demonſtrate that the thouſandth part of a 
Minute afcer, there will be ſo many thouſand more 
Hairs neceſlary, by reaſon of the Earths or Moons 
Motion ; yet we poor Praftical men, who dee, becanſe 
we doe, (as they are pleas'd to cenſure us) are content 


' with. ſuch Rules and Predicaments only as are , or 


miay be uſeful tous, or ſuch whoſe Genius incline 
that way : leaving the re(+to thoſe who love to buſe 
themſelves about nothing, or to no purpoſe ; of whom 
I ſhall make bold to deliver this truth, that I could 
never yet ſee that done by them which they pretend to 
be moſt. vers'd in, viz. The production of «Ayre : 
which,in my opinion, isthe Sonl of Mnfich. Thus, Sir, 
you have both my ſentiment and thanks for your kind 
Communication,. and withall my hearty wiſhes that 
your ingenuous Labours may receive that encourage- 
ment and reward which it really Merits, 
Sr, 
Your aſſeftionate Fried aud humble Servant * 


J-ne 1. MarTT. Locke, 
166 7. | | 


Compoſer in Ordizary to His Majeſty. 
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To bis much Honoured 


and very precious Friend 


Mr. CuRISTOPHER SIMPSON. 


SIR, 


Hs perus'd your Excellent Compen- 
dinm of Muſick (lo far as my time and 
your preſſing occaſion coulu permit) I con- 
fels it my greateſt Concern to thank you for 
the Product of ſo ingenious a 'Work as tends 
to the improvement of the whole frame; 
(I mean as to the leaſt and moſt knowing 


Capacities in the Rudiments of that Science.) 


To ſpeak ina word 3 The Subject , Matter, 
Method, the Platform and rational Materials 
wherewith you raiſe and beautifie this Piece, 
are ſuch as will erect a Laſting Monument to 
the Authour,and obliege the World as much 
to ſerve him, as he that 1s, 


Sir , 
Your oft AﬀeFronate 


Friend and Servant 


 Jonn JexnxING 


If. 
IH 
> 


Sp pubub13 dubububuube 


o 


Licenſed Fune 5. 
00% © 


Rocta L'EsTrance, | ' 


Es He n 
am _xxicm. mm. on oo. . 


noni ppnpngngngng 


A OT LT LO OLE 
p | Contents of the firſt Part. 


$1, (); the Scale of Muſick. pag. I 
9 2, Of naming the Degrees of 8 yund. p. 4. 
6 3. Concerning flat and % ſharp. P. 6 
* & 4. Of Tuning the Degrees of Sound. P- 8 
1 F 5. Of Notes,their Names and CharaGers.p. 13 
: $6.0f the Antient Moods, or Meaſures of 


Notes. | P+ I4. 
' þ 7. Of Keeping Time. P» I7 
: $8. Of Draving a Note. P- 25 
' $9. Concerning odd Reſts. Wo - 
| þ 10. Of Tripla Time. P- 32 

0 II. of Dimminution. P- 34 


Contents of the ſecond Part, 


. Of Connter-point. 
. Of Tatervalls, 
. Of Concords. 


[9 
"0; 
dQ 4. Paſſage of the Concords, 

* 95. Concerning the Key or Tone. | 
! $6. Of theCloſes or Cadences belwnging t 
; Key, 

 Þ 7. How to frame a Baſs. 
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Prot. 


He ObjeF of this Science is Sound ; and\. . 

That Sound is two wayes to be conſidered -| 
as Firſt , whether Grave or Acute, Secondly, 
whether Long or Short, asto duration of Time, 
The firſt of theſe is regulated by the Scale of Mu-| 
ſick, + The Later, by certain Notes, Marks, or| 
Signs invented for that purpoſe. And theſe Two | 
(called Tune and Time ) are the ſubje@? of the 
firſt Part f this Treatiſe, and the Foundation |: 
upon which the other Parts are raifed, The ſecond | 
Part ſhews, how Grave and Acate Sounds are q 
Joyned together. in Muſical Concordance. The * 
#hird Part brings Diſcords into Harmony : And | 
out of theſe Two ('viz. Concords and Diſcords ) |: 
3s formed the fourth Part, named Figurate © 
Deſcant, The fifth Part leads Figurate Deſcant | 
into Canon 5 which is the Culmen, or higheſt | 5 
degree of Muſical Compoſition, + ; 
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-THE- FIRST PART 
re [Teaching the Rudiments of Song. 


be 
E 


So ;*$ I of the Scale of Muſick, 


it IQ Wain HE end and office of the Scale of 
- \ . Muſick, is to ſhew the Degrees 
23; (fs Þy which a Voyce Natural of 
<N WFY Artificial may either aſcend or 
D GD deſcend. Theſe . Degrees. are 
PEER numbred by Sevens, To ſpeak 
Zof the Myſterie of that number , were: to: 

\ | deviate from the buſineſs in hand, Let it ſuf- 
' Ffice that Mulick may ”_ taught by any _— | 


AC 4 Compendls of Muſi ik. 


of things, ſo the number of Sever be obſerved] 

in Aſcending or Deſcending by degrees: ' EL 
--Our Common Scale , to mark or diſtingniſh® © 

thoſe Seven Degrees , " makes uſe of the ſame! 

Seven Letters which in the Kalender denote! i 

Seven Days of the Week 5 wiz. A,B,C,D,EF 


I 


E.G, after. which, follow 44, B,C, &c.: over| F 
"again , ſo often repeated as the Comj paſs off | 
Muſick doth require, The Order of thoſe} © 
Letters is ſuch as you ſee in the adjoyned Scalez| 
to wit, in Aſcending we reckon them farward;! © 
In in Deſcending, ackward. Where note, that? V 

Be TT every cigth letter, © 
ve ini { © © © together with its] © 

12 JP. degree of Souud) B 

MGL UN Gets (whether you rece| 2! 
"61 ODS: kon upward or} tl 
TEX downward) is Ttill) 


a. Blk or: GEnar b 
Re bs {9-12 552.4 %, the like, as well 3 Mm, A 


2s ; 
Bt 
g 7?» oY bend, 7 | 
I ASTIZE 44 - , ob PF: « - 
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> f F * % 
». # La ©® A 
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Linis Std Erares R cath Live and each 54 b 
being a ſeveral + her} as you. may perceiveſ $ 
the Letters ſtanding in them: FP I; 
Thoſe Letters are called Cf, Fitts 3 of C 

| - | >-2 4 Kegs 3 'F 's 


 Þ Keys; becauſe they open to us the meaning of 
(þ\ every Song. BY 
16} On theloweſt line is commonly placed this 


- 


tel Greek, letter I , which Guido Aretinas , who. 
7. | reduced the Greek/Scale into this Form, did 
eps Place atthe bottom, to ſignifie from whence 


& he did derive itz and from that Letter the 


Ml. On the middle of the Scale , .you fee three 


| of thoſe Letters in different Characters z of 
atl which, ſome one is ſet at the beginning of 


| every. Song. | The, loweſt of them 1s thi 


he) When, we ſee any one of theſe, we know 
4 thereby what part it is, and alſo what Letters 
cel belong to each Line and Space, which, though 
ve (for brevity) not ſet downat large, are, not- 
2 withſtanding ſuppoſed - to: be in thoſe five 
or Eines and Spaces, in ſuch order and manneras 
| they ſtandin the Scale it ſelf; 

| B 2 Exanip*; 


A Compendium of Mufe Re 


Example. 4 


Baſs. Trner part. Treble, 


—_ — — 
® 1 q {7 : W£-2/ 
Eel fd x 


il 
d 
WTy 
d'' 
'v 
<4 


Efore we come to the Tuning of wed 
Degrees, you may obſerve, that a voice! 
doth expreſs a Sound beſt, when it pronouns: 
ceth ſome word or Syllable with it, For thi,” 
cauſe, as alſo for Order. and diſtintion ſake,” 
fix Syllables. were uſed in former times, wiz. 
Ut, Re, Mi, Fa, Sol, La, which being jo ned? 
with the Seven Ietters,their Scale was {et down!” 


in this manner. 


; 

” canc 

; to the right# 
# Degrees of Sound, as will pre- | 

 # fſently appear. The other two, 

| Vt and Ke, are ſuperfluous, and 


Fe hes 4 


Rudiments of Song: 


Four of theſe, to wit 247, Fa, 
Sol, La, (taken in their ſignifi- 
) are necelfary aſſiſtants 


therefore laid afide by moſt 
Modern Teachers. 

We will therefore make uſe 
only of 17,Fa,So!, La,and apply 
them to the Seven Letters, 


which ſtand for the Degrees of 


Sound, In order to which, we 


muſt firſt find out where 27 is j© 
placed; which being |* 
known, the'places of the other | 


to be 


'uning of the 


If fa ut- 


——_— 


le a 
d-la-ſol 
Ic fol fa—— — 
þ fa R Wm—_ 


a lam be 
2 ſol re nt-&— 


* 
” 


- la mi- 


4 la fol re— 
(2 ſol fa at-Y — 
farm wL—— | 


4la mi re———— 


three are known by conſe- 


.quence 3 for 14 hath alwayes Fa, Sol, | 


La, both above it and under it, 


order and manner as you ſee them ſet 
I will therefore only 
give you a Rule for placing of 447, and 


1n the Margin. 


the work is done. 


in ſuch 


& 40 ompendium of Muſick. 


A Rule for placing of Mi. 
= firſt and moſt natural place for 4 1s 


in B. Butif you find in that line or ſpace |} x, 


which belongs to B, ſuch a little mark or } 
Letter as this {67 which js called a 6 flat, and |} 
excludes 117 whereſoever it comes, then 1s dz © 
to be placed in EF, whichis its ſecond natural * 
place. IFE have alſoa b flat in _it 5 then, of | 
neceiiity, you muſt place yuur 447 in A. : 

I have ſeen Songs with a 6 flat ſtanding in 
A,m8B, and in E, all at once ; by which |! 
means 47: has been extruded from all its three | 
places : but ſuch Songs are irregular, (as to ! 
my which we call the ſol-fa-ing of a Song,) & 
being deligned for Inſtruments rather than for | 
Voyces : However, if any ſuch Song ſhould * 
be propoſed to you, place your 24: in D, with 
fa, ſol, la, above it and under it, as formerly + 
delivered, 


Cr Ss 


_ , $3. Concerning bflat, and = ſharp. 


FA. Sfor the bflat we laſt mentioned, take 
FN notice, that when it is ſetat the begin» 
ning of a Song, it cauſes all the Notes ſtand- 
ing in that Line or Space, to be called Fa, 
threughout the whole Song. In any other 
place, it ſerves only for that particular Note | 


PETS EY LPR is i TREO wary "x = 
iT OS} La. 36 ro NeW yy LN < "a « $5 i; Ee Vis wt 0K 
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' _ _Radiments of Song, Mi 
"before which it is placed. Mark alſo, (and 
Zbear it well in wind ,) that whereſoever you 
© Sing Fa, that Fa is but the diſtance of a Seap7- 
Ce | tore or Half-Note from the Sound of that de- 
# gree which is next under itz which Semitoxe, 
| together with its Fa, muſt of neceifity come 
© twice inevery 0Fave; the reaſon whereof is, 
Z that the two principal Concords in Muſick 
of | (which are a #ifth and an Ezg#th) would, 
 * without that abatement , be thruſt out of 
IN } their proper places. Butthis you will better 
h © underſtand hereafter. p24 {2 
e > There is yet another Mark in Mulick, ne- 
Q Þ ceflary to be known in order to the right 
,) | Tuning of a Song , which is this Z called/a 
Yr ſharp. This ſharp is of a contrary nature t6 
d | thebflatz for, whereas that b takes away & 
h * Semritone from the ſound of the Note before 
y © whichit is ſet, to make it more grave or flat 3 
- This Edoth add a Semitore: to his Note to 
: make itmore ac#te or ſharp. I 
/ If it beſet atthe beginning of a Song, it 
e | makes allthe Notes ſtanding 1n that Line or 
Space, tobe ſharp 3 that is, half a Tone hjgher, 
throughout the whole Song'or Lefion,withour 
changing thejr Name. In any /other place; it 
ſerves only for that particular Note to which 
it is applyed. = 4 
WY | B 4 of 


Eh I. rg Rs OW: Baja 
A. Ke. Le FRY, 


$ A Campendiumof Muſch, 


0 4. Of Tuning the Degrees of Sound. ; 
T Uning is no' way to be taught but by? 


Tuning 3 and therefore you muſt procure} 
ſome who know how to Tune theſe Degrees! 
(which every one doth that hath but the leaſt} 
Skill in Muſick) to Sing them over with you, 
unti] you can tune them by your ſelf. m_ 

Tfyou have been accuſtomed to any Inſtru-y | 
"ment that hath Frets, as Yzol, Lute,Theorba, &c,". 
you may by help thereof (in ſtead of an aſſi- © 
ſting voyce) guide or lead your own voyceto, 

_ the perfect Tuning of them. For every Degree} 

4s chat diſtance of Sound which 1s found _ 
any fretted Inſtrument from the open String to! ! 
the-ſecond Fret, or from any one Fret, to® þ 
#henext but ane to it 3 except that Sound to | | if 
Which weapply fz 3 for fa, isalwayes but the '* 
diſtance of one-Fret from the Sound of the De-\ « 
greenext under it. '% 
We will take the Ba-Viol for Example, in þ 
| 4 


the Common old Tuning ; and in the way of | 
Tableture, where ſix Lines ſtand for the ſix | 
Strings of the /z9/, (the higheſt for the higheſt | be 
.or Treble String, and ſo the reſt in order) and þ 
Letters are ſet for the Frets, ( thoughiin a | 
different way from the Scale of Muſick) to | 
w2{a] forthe oper ſtring, [b] for the felt | 


fret, 


Rudiments of S ong. 9 


: ret, [c] for the ſecond, and fo the reſt inorder; 
zcach fret making the Diſtance or Interval of a 


by; Semitone, or half Note, 
cod Example. 
ou Tuning, Frets. 
> re, 1X. E 4TH 
EE 2 fa Aablfd.tF1 A. 
my © 3 fa. __[abl£[/d £ ${F 
Kc 4 —EadMabſi/d£ Ib 
5-1 9 5 — faolabft&EfThR—- 
| 4 S<—Hablilp df MS 
to 123450 7 
ect << 
on : Our bufineſs now, is, to make theſe Letters 


to teach you to riſe and fall by degrees: with 
to © your Voyce, in caſe you. have no other aſli- 
to | {tant, We will make uſe of the middle Cliff, 
he | and take the Compaſs of an 0Fave,(becauſean 
&-  Ofave includes the chief concernments- of 

- Muſick) and fo place the Letters of "Table- 


x © With your Eye and your Ear. : 


#1 
"2 
y .» 


Ll Example, 


vo A Compendium of Muſick, | 


yY — 


wid as ” WIDE: —_ 


[Sol la mi fa ſol la fa ſol Sol fa la ſol fa mi la ſol 


oi COT 2:2 - Fa 
— T SECT OT LEA 


EBIT bf — 
# 
_ —_ —— 6-4 ———— as Alte... th. 
_— —— 


EE —_ 


(1 =] 


SO nem” 


ep 
”: — AM_ —_ jy {FUL —_——— "08, BAYS ESL F 


 MimE. 


ESR -$:L|-:9-$= —— — | | 
Dm eee ur renner SEES: 
Sol la fa ſol la mi fa fol Sol fz mi. la _ fe le mY "| 


3 C-A ET i wy 
I ſe” Ga Z# 7 
al. Le —— tn; _—_—_—. mp — 

SE mt © af nm nd + ok 


kd fot fa la ſol fa nila 


D. £>.b ERS. 
# —bT 


3 OS 46 2D: 8. 


———o_—_—_s —_—_— * 
_ _ - 
its. ie, __ {— —. | 
ere. __ 
— > Rs of H—_ — , 


And 
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+ And here you may obſerve what an advan- 
£2ge theſe four Syllables do afford us towards 
theright Tuning of the Degrees; for, as 2415 
' iretsapt and fitting places for fa, ſol, and /a, 
o ſtand in due order both above and under itz 
Bo fa doth ſhew us where we are to place the 
Semitone or Half-Note ; which, (as I ſaid) muſt 
ave two places in.each 0Fave, that the Des» 
orees may meet The two Concords in their 
proper places. 
Now, as you have ſeen the three places, of 
1M in the C Chff, the like is to be underſtood 
lof the other two C/zffs,according to the Exam» 


(ol 


Iples following, 


Jn" "FSI 
—— EY | WR 


| "Sol la mi fa ſol 
Treble. 


=== 


' Sol la fa ſol la mi fa ſol "Bol bs ſa ſol la mi fa ſol 


la mi fa fol le fa ſol la la mi fa ſol la fa ella 
When 


—_ 


12 A Compendiumof Muſick, 

When you have brought your Voyce to. 
riſe and fall by Degrees in manner aforeſaid} 
I would: then have you exercile it to aſcen 04 
and deſcend by leaps, to all the diſtances in anz 
O&Fave , ' both flat and ſharp in manner at 
follows, 


Example. by 
EEE ES ==, 
Sol fa ſol mi, ſo! fa ſol ſol, ſol la ſol fe, ſol fa ſol ſo 


f thei "WW —E—PL— DL > | 


< Ys RL get roman > ————_— —_— I 


— 


ol la ol fa, fol fol ſol fa, ſol mi ſol fa fol la ſol ſol | 
EEE 27 8 bo GT, EE, 2. 2. FR OR 
| « "COHEN I: "PE 2 


= 


JO < SING” AER 


- 
- 


= EBW. ts Lemans Soca, —— ——— 
Having ſpoken of Naming and Tuning of 
ſounds, it now comes in order that. we treat Þ 
of their length or quantity, according to mea» | 
ſure of T7zze ; which is the ſecond concernment 
or conſideration of a ſound, © Of | 


- | Rudiments of S ong. F 3 
[, 5. Of Notes, their Names and Cha- 


raters. 


He firſt two Notes in uſe, were Nota 
* Þ| Longa & Nota Brevis , (our Long and 
= Breve)) im order to a long and ſhort ſyllable. 
_ f Only they doubled or trebled their Lozga,and 

27 called it Larga or Maxima Nota, which is our 
8 Large. ' 


* of /erri brevis and 1inima Nota;(our ſemibreve 
Z and 1#im) which later was then their ſhorteſt 
# Note. 
” To theſe, later times have added Note 
3 upon Note, till at laſt we are come to Dem- 
= ſemiquaver ;z which is the ſhorteſt or ſwifteſt 
* Note that we have now in practice. The 
2 Characters and Names of which Notes are 


_ 


T > theſe that follow. 
Large. Long. Breve. » Semibreve.  Minim. 
2 ES JA EF" HR GY WED Libs vs A EA A 
— >> 


I hy _ 


_— ——_ AD Sg  _e___þ 9 
- | crochet. Quever, Semiquever.  Demiſemiquaver, 


I 
9 wm _ fb OC — wo ay 
| mm  - tj —— my = noon WI == py = p—_ } 


-— 


ws. AC ompendium of Muſick, 


The ſtrokes or marks which you ſee ſe” 
after them , are called Payſes or Reſts 5, (thaſ 
Is, a ceſſation or intermiſſion of ſound) and 
are of the-ſame lengthor quantity (as to miea$,, 
ſure of time ) with the Notes which. ſtan 
before them; and are likewiſe called by th 
fame names, as Long Reſt, Breve Reft, Sem? "7 
breve Reſs,&c. ; 

And now from the names and Charaders c j 
Notes, we will proceed to their meaſures ur 
quantities, and proportions, 1 


$.5. Of the Antient Moods or Meaſures 
'N former times they had four 2oods or? 


Modes of meaftring Notes. - The firſt they); 
called Perfet# of the More (Time and Prolation'34 
being tmplyed,) in which a Large contained} 
three Longs, a Long three Breves 5 a Breve 
three Semibreves » and a ' Semtibreve three |, 
Minims : ſoit Is ſet down 10 later Authors, * b- 
though, 1 make a ddubt whether  Semibreves | '$ 
and 111n11s. ( at leaſt AATN15s 3 yer ever 
uſed in this 2/00d, -Its fign was this © Jy 

The ſecond 100d had the name of Porfeef of [ 
the Leſs... In this, a Large contained: two | j 
L0n%s ; a Lone two: Breves; a Breve three , 
| Eetbroues A a Semibreye two Minims, I 

1747 


—_— 
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Breve, The ſign or mark of the Mood was 
Fhis O 3. | 
Z The third 400d was named Tmperfed of the 
"Kore. Inwhicha Large contained two Longsz 
a Long two Breves 5 a Freve two Semibreves 5 
.fand a Semibrey? (which was the Time-Note1n 
this Mood) contained three 21i7iz25, Its mark 
gor fign wasthis'E 3. . © 
the The meaſure of theſe three Moods was 
*Tripla, of which more hereafter. To tell you 
heir diſtintion of Mood, Time, and Prolation, 
were to little purpoſe; the ords themſelves 
wherein they were concerned , being now 
worn out of uſe, | 
Ol? The fourth 200d they named Tmperfe# o 
©Y the Leſs, which we now call the Commeor: Moo 


"if eother three being laid aſide as uſeleſs. The 
ve "Fn of this 400d is a Semicircle, Thus, E ſome- 


x; times with a daſh or ſtroke through it thus y 
-; JAnd this is commonly ſetat the beginning of | 
.p Songs and Leſions. Though there be nolign, | 
you may ſuppole this 2400d , becauſe the reſt 
Flare grown {trangers to us. You may ſome» . 
3 times ſee this Figure 3 ſet at the aging 
- ofa ſong or Lellon; of which I ſhall peak 
: L 


hereafter. 


S- 
16 A Compendium of Muſick, 
In this laſt or common Mood, two Lotiet 
make one Large ; two Breves a Longs twoflnd 
Semibreves a Breve, &c, In which order theyfV 
roceed to the laſt or ſhorteſt 'Note :#tc 
that a Large contains two Loves; * four 
Brewes , eight Semibreves , ſixteen Minims, | g: 
thirty two Crochets, ſixty four ''@zavers, &c. 
which, (-for your better. underſtanding )Þc 


Is preſented to your view in this Scheme. * ip 
- 8 'f 
Fir 

Fl 

I 

1 

d 

® d 

os a os | 
444] 
MISTTITETY, 


_ 
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os | Where note, that the Large and Long axe 


VO 


now of little uſe, . being toa long; for any 


Voyce or Inſtrument ( the Organ excepted.) 


:Fto hold out to- their full length, ' But their 


[Reſts are ſtill in frequent uſe, efpecially-in 


grave Mulick, and Songsof many Parts. :. 
You will ſay, If thoſe Notes you named be 


| too long for the Voyce to hold/ out , to what 
E purpoſe were they uſed formerly ?: Towhich 
anſwer; they were uſed 'in"Tovpla Timerand 


gin a quick Meaſure; quicker (perhaps) .than 
Ewe now make our Sewibreveand Mininm, For, 


Jas After times. added 'new. Notes , ſoithey 


> 


ECftul) put back the: former into ſomething A 


Zllower Meaſure; - ALE EE £1007% 


$ 7- Of keeping Time. + 
Ur next buſineſs is, toconfider how (in 
fuch a diverſity of long and ſhort 

Notes) 'we come to give every particular 
Note its due Meaſure , without making it 
either longer or ſhorter than it ought to be: 
To etfe& this, we uſe a conſtant motion of 


the Hand. Orifthe hand be otherwayes em- 


| 


ployed, we ufe the Foot. ' If that be alſo in- 
gaged, the Imagination (to which theſe are 
but alliſtant) is able of it ſelfto perform that 
Office. But in this place we muſt have recourſe 
to the motion of the Hand. C This 


"F- 

FEM 
48 
Le Þ 


13 A Compendinm of Muſick. 

This tnotion of the Hand is Dewr, and Uy,. 

ſacceſfively and —_ divided. Eve 
Ile 


Down and Up being ca a Time or Meaſure! 
And by this we meaſure the length of # 
Semjbreve which is therefore called the) , 
Meaftre-Note, .or Time-Note, And therefore! , 
look how many of the ſhorter Notes go to 2 | 
Semibreve (as you did ſee in the Scheme ) ot , 


Fo 


&f 
A y 
IS 
: 

” 


many:do alſo go to every Time or Meaſhre, | 
Upon: which accompt, two 14711225 make n 


Time, own, the other up 3 Four Croy 
obets a Tixre, twodown, and two up. Again} ( 


Eight 2xavers a Time, four down, and four? 
up. And ſo you may compute the reſt. b 
But you may fay , I have told you that? , 
Semibreve is the length of a Time , and a Tim" 1; 
the lengtli of af $exzbreve, and ftill you are” p 
ignorant what that length is. 21 
.- . Fo which Ianſwer (in caſe you have none! 
to guide your Hand at the firſt meaſuring of” 1, 
Notes.) I would have you pronounce theſe ,, 
words [ Oze, Two, Three, Four} in an equal: ,, 
length, as you would (leiſurely ) read them:? , 
Then fancy thoſe four words to be four Cre; ;j 
chets, which make up the quantity or length? , 
of a Semibreve , and conſequently of a Tim; 
| or Meaſure - In which, let theſe two word} 
[Oe, Two,] be pronounced with the Hand} 
Downs 


of 
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© Down ; and [ Three, Fowr, ] with it Up. In 
! the continuation of this motion you will be 
able to Meaſure and compute all your other 
7 Notes. Some ſpeak of having recourſe to the 
motion of a lively pulſe for the Meaſure 
* of Crochets; or to the little Minutes of a 
© ſteddy going Watch for @xavers , by which 
® to compute the length of other Notes 3 but 
® this which I have delivered, will (I think ) be 
© ® moſt uſeful to you. 
707 Tr is now fit that I ſet you ſome eaſte and 
un ſhort Leſſon or Song , to exerciſe your Hand 
ou? in keeping T7-7c ; to which purpoſe this which 
2 follows ſhall ſerve in the firſt place 5 with 
Az 1/71nB, according to what hath been de- 
mm livered : where obſerve, that when you ſee a 
are” Prick or ' Point like this | *] ſet after any 
2 Note, That Note muſt have half ſo much as 
MX its value comes to, added to it : That is, if it 


4 


of be a Semibreve, that Serrrbreve, with its Prick, 
cle? muſt be holdenout the length of three 2Mi- 
ua 277175 * Tf it ſtand after a 147i, that Minin 
mM: and the Prick muſt be made the length of 
70%; three Crochets - but ſtill tobe Sung or Played 


gth® as oncentire Note. And ſo you may Concetve 


mr of aPrick after any other Note, 


<< 
Fs 


C 2 to 
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| Here you have every Time or Meaſure ail 
ſtinguiſhed by ſtrokes croſſing the Lines; | 
which ſtrokes (together with the Spaces be: 
twixtthem ) ate called Bars, Inthe third Bar? 
| you have a Anim with a ,Prick after it; 
which inim and Prick muſt be made th : 
Y length of three Crochets, In the Eight Bar yo 
hav 


"ikkloars f Boy 21 


Ihavea Minim Reft which you mult ( ſilently ) 
meaſure, as two Crochets , according to the 
Zrwo Figures you ſee under it. 
2 Theſecond Staff or Stanza is the fame as 
FS) the firſts only it is broken into Crochets , 
6 four of which make a Time) by which you 
may exactly meaſure the Notes which ſtand 
DJ; them, according to our propoſed ow 
wu To 

” Whenyoucan fing the former Example in 


: 7 exact Time, you may wy this next, which hath 
5 2 in E, 


2 3 S 3 
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In the eight Bar of this Example you have! 
a Minim Refi and a Crochet Reſt ſtanding both} 
together, which you may reckon as three Cro-Þþ 
chet Refts,according tc the figures which ſtand = 
under them. 

This mark y/ which you ſee at the end off 
| the five Lines , 1s fet to direft us where| 
' + the firſt Note of the next five Lines doth}. 
ſtand, and is therefore called a DireFer, < 

We will now proceed to quicker Notes, in| 
which, we muſt turn our dividing Crochets| 
into Duavers : ; Four whereof muſt be Sungf= 
with the Hand qowr, and four with it #t. F- 

Your example ſhall be fet with a G Cliffs 
and 44 jn 4, that you may be ready in namivgh 
your Notes, i in any of the Cliffs. 


« 
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Example. 


ſol la mi la la 


la 


ſol fa mn 


ZN 
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34 A Compendium of Mufick, TE 
Here you have a Prickt-C rochet (or Crochal\ $ 
with a Prick after it ) divided into thre fi 
Dravers, inſeveral places of this ExampleKt o 
expreſted by the Qvavers inthe under Staff 3 
which-@ravers F would: have you to ſing off 
play often over, that they may Teach you theft { 
true length of your Przckt Crochet, which is off { 
very much concernment for ;Singing or Play \ 
ing exactly in Time. t 

When you fee an Arch or ſtroke drawt F 
over or under two, three, or more Notes, like ( 
thoſern the lower Staff of the late example, itY t 
ſignifies, in Vocal Muſick, ſo many Notes. toff « 
be Sung to one Syllable (as Ligatures did infl « 
former times3) in Muſick made for Viols off « 
Violins, it ſfigmfies ſo many Notes to be play# 
c& with one motion of the Bow. j 
— Twaſtrokes through the Lines fignifie the 
end of a Strain. If they have Pricks on eachÞ 
fide thus, F the Strain is to be repeated, 


This-Mark 2 ſignifies a Repetition from 
that place only where it is ſet, andi1s called aff 


k » 


Repeat; Rs WF2e - | 
This Mark or Arch is commonly ſet at the 
end of a Song ox Leſſon, to fignifie the Cloſe} 
or Concluſion. It isalſo ſet, ſomtimes, over}! 
certain particular Notes in the middle off 
, SONgS, 


: 'Rudiments of Song. 2s 
hel] Songs, when (for humor) we are to inſiſt or 
rej ſtay a little upon the ſaid Notes; and thereup- 
le ont is called-a Stay, or Hold, 


ol 0 8. Of driving « Note. 

thi CYTrcope, or Driving a Note, is, when after 
Of! x, Yſome ſhorter Note which begins the'Mea- 
ayY ſure or Half-meaſure,there niet follow 


| two, three, or more Notes of a greater quan- 
wif tity, before you meet with another ſhort Note 
ke# (like that which began the driving ) to make 
IF the number even; As, when an odd Crochet 
to comes before two, three, or more 41inims ; 
IF or an odd Qxaver before two, three, Or more 
ol Crochets, © | | | 
yg} To facilitate this,divide alwayes the Grea- 

Z ter Note into two of the Lefler; that is, 
he if they be 245nims, divide them into two 
ch Crochets a peece 3 if  Crochets, into two 


| Duavers, 


Example 


ſol ſol fe mi la ſol la . fa mi li (ol 
| 


In this example, the firſt Note is a Crochet, | 


which drives through the 14irim in D, and thefl ;; 
Meaſure is made even by the next Crochet in C. ; 


- The ſecond Bar begins with a Pricki-|| 

Crochet, which is divided into three @ravers,} 
in the lower Staff, as formerly ſhewed. In the 
fame Bar, the Crochet in G, is driver through| 
three Minins, viz, thoſe in E. D.C. and theft 


number is made even by the Crochet in Bj | 
which anſwers to that Crochet which begun} | 


the driving. The fifth Bar begins with al 


RQraver, : 
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Pyuver, which is driven through the. three 
rochets ſtanding in C, B, A, and 1s made even 
y the 2xaverinG, which anſwers to it, and 
ills up the meafure. All which is made eaſe 
yy dividing them into ſuch leſſer Notes as 
you ſee in the lower Staff. 


bt; 1 
Is 


* 


FM ? 
i 
14 


Ji 


: 3 9. Concerning odd Reſts. 
() Dd Reſts we call thoſe which take up 


only {ome part or parcel of a Sexribreves 
Time or Meaſure, and have alwayes reference 
to ſome odd Note ; for, by theſe two Odds the 
{Meaſure is made even. 
- Their moſt uſual place is the Beginning or 
Middle of the Time,yet ſomtimes they are ſet 
[in the latter part of it, as it were, to fill up the 
Z Meaſure. 
er, If youſeec a ſhort Reſt ſtand before one that 
heſ# is longer, you may conclude that the ſhort -- 
C 0 Reſt 15 {et there in reference to ſome odd Note 
7B which went before ; For there is no ſuch 
SF thing as driving a ſhorter Reſt. through a 
nef longer, like that which we ſhewed in Notes. 
hY When two Anim Reſts ſtand together (in 
WE common Time ) you may ſuppoſe that the 
Þ firſt of thembelongs to the foregoing Time, 
ng and the ſecond tothe Time following ; other- 
ay wilethey would have been made one entire 
| Semibreve-Reſt, When 
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When we have a Miniz-Reſt with a Crochet 
Reſt after it, we cofamonly count them aj 
three Crachet-Reſts. In like manner we reckaſt 
a Crochet and a Suaver-Reſt as three ©naver} 
Reſts; and a ©aver and Sermiquaver as thref 
Semiquaver-Reſts, | | 
Concerning the 14i2i9: and Crochet-Reſt || 
need fay no more, ſuppoſing you are already 
well enough informed in their meaſure , byþ 
what has been delivered : The chief diff 
culty is in the other two 5 to wit, thef 
Dugver and the Semiquaver-Reſts - which | 
indeed , are moſt concern'd 1n Inſtrumentals 
Mabe. - 7-4 4 | 
Your beſt way to deal with theſe at firſt, ih 
to play them, as you would do Notes of theft 
{ame : pemgia, placing thoſe ſuppoſed orſ 
feigned Notes,in ſuch places as you think moſt 


convenient. I will give you one Example, 
which being well conſfider'd and practis'd will 
do the buſineſs. * 


ON - a a am a9 Ps c++ 


Example. 


F 
; / 

—_ 1 
F ui. "OR 


| 
LEES 
LL ITT 


OW.2s 


PraQtice this Example, firſt according to 


| the ſecond or lower Staff. And. when you 
have made that perfect, leave out the Notes 
| Which have Croſles oves them (together with 


q the Bowes which did expreſs them) and then 


It will be the fame as the firſt Staff, By this 


| means A kin will get a true Habit of making 


Z :theſe 


ort Reſts intheir due meeſure. 

- The Notes you fee with one daſh or ſtroke 
through their Tails, aze ©xavers. Thoſe with 
two ſtrokes are Semiquavers,.When they have 
three or four ſtrokes, they are Demiſemique- 
WeFr, | | of 
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w 
$ 10. Of Tripla Time. 


VVYz you ſee this Figure [ 3] ſeta 
the beginning of a Song or Leſlor 
it ſignifies that the Time or + Al muſt by 
compted by Threes, as we formerly did it b 
Fours. | . 

Sometimes the Tripla conſiſts of three Semi 
breves to a Meaſure , each Sexzibreve being 
ſhorter than a 444i: 'in Common Time. 

The Meaſure of this Tripla is like the Moodſ 
we formerly mentioned, called Perfe&# of the 
Leſs, in which three Semibreves went to a 
Meaſure, 

The more common Tripla, is three Minims 
toa Meaſure, each 145im about the length} 
of a Crochet in common Time, and this Trapla} 
is the fame as the Mood Tmperſec of the More, | 
as to meafure of Time ; only we compt but} 1 

| 


|| |} 


111% 


*$ 1 IJ 


two Minims to a Semibreve , Which in that 
Mood contained three. 

Ta theſe two ſorts of Tripla, we compt or 
imagine theſe two words [_ Oze, Two | with 
the Hand dow ; and this word [ 1hree ] with 
it*p. T will ſet down their Examples in the 
Ba CY, becauſe hitherto, we haye made no 
uſe of 1t. 


Tripta 


[3-451 Le 
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Tripla of 3 Semibreves to a Meaſure. 
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123 123 123 123 
When the ſhorter Note comes before the 


longer, inthe fame Time or Meaſure (as in 
two places of this laſt Example, marked with 
little Crofles) it is uſual with ſome to make 


them both black THIRD n——_ 
| Inthis manner; —T=——=——z, 


The like they do- alſo, in Tripla's of three 
Minims , when the 1Miniz comes before 


== —_ L— 5 is j ED 


S y 
MD 


the Semibreve, thus, = 


_ eu P—_— ___ pa . 
nd 


pa hIRRENTE — as = hy _ | 0 dans 
4 + %. y p_—_ aw . - 
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which I ſuppoſe they do, only-to ſhew that the 
ſhort Note belongs to that which follows, not 
to that which went before, ſeeing they do not 
intend thereby any diminution of their value, 
which blacking of Notes doth properly ſigni- 
fie, as will be ſhewed hereafter. 


Tripla of three Minims to a Meaſure. 


\ hs E mn, 7-2 oe | 
5 -_ \ \ ME he > 6 PGRN m__ 
pop x ng PTE 


127 . 123 233” L349 xs 3 


5 
ho 
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There aredivers Tripla's of a ſhorter Mea-| 
ſure 3 which, by reafon of their. quick move-Þ 
ment., 'are uſually meaſured” by compting | 
three down, and three up , with' the Hand ; | 
ſo that of them it may be ſaid that two Mea- 
ſures make but one. Time. And; thole- quick 
Tripla's are prickt ſometimes with-Minims and 
Crochets; and ſometimes with black Sez:7- 
breves inſtead of Ainims : and black 1Minims, | 
which 
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which in appearance are Crochets, Twill ſet 


ou one Example pricked- both wayes, that 
you may not be ignorant of either when they 
all be laid _— you. 


ot 


SEES EHEIE 


123 :123 12 3 wh 123-123 1233 2d 


HEHE = 
Het 144rt HERE 


123 123 123 123 123 123123 123 
HEHE == 


| Takenotice that the black Semribreves , as 
- allo the 41/7ims which ſtand over them, are 
 Pung or play'd as faſt in theſe quick 1ripla s, 
Fas Crochets in Common Time 3 And the black 

[1/3nims or Crochets (call them which you 
D pleaſe ) 


Pw of- FO Crochets to a Meeſvre. | 


2 
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pleaſe) as faſt as Pavers. The like conſt 
deration may be had of the former Tripla's 
as well of three Semibreves as three Minim 
to a Meaſure; for, in all Tripla's the Note 
are ſung or play'd much quicker than they arc 
in Common Time. 

Beſide theſe ſeveral forts of Trip/a's before 
mentioned , you may ſometimes meet witt 
Figures ſet thus ; called Sejquialtera propor 
tion, which ſignifies a Tripla Meaſure of three 
Notes to two ſuch like Notes of the Commor 
Time, The like may be underſtood of £ © 
any other proportion : which proportions, 1! 
they be of the greater inequality, (that is 
when the greater Figure doth ſtand above, 
doalwayes fignifie Diminution 3 of which | 
w1ll ſpeak a little in this place. 


d 11. Of Diminution. 


Iminution ( in this acceptation ) 1s the 
leſining or abating ſomething of the full 
value or quantity of Notes 3 a thing much 
uſed in former times when the Tr7p!a 100d; 
were in faſhion. Their firſt forts of Diminu- 
tion were by Note ; by Reſt 5 and by Colour, 
By Note 3 as when a Semibreve followed a 
 Breve (inthe Mood Perfed of the Lrjs) That 
Ereve was to be made but two Semrbreves, 
which 


frag « frpny—@© pp fin, Ay ang AA 
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Ok corre contained three. Thi 


was obſerved, if a Minim came after a Sexi- 
breve, in the Mood named 1mperfed of the 
More, in which a Semzbreve contained three 
AMinimss 

By Reſt ; as, when ſuch Reſts were ſet after 
like Notes, | 

By Colour , as, when any of the greater 
Notes, which contained three of the lefler , 
were made black : by which they were 
diminiſhed a third part of their value. 

Another ſign of Diminution is the Turning 
of the ſign of the Mood back-ward thus 5 
(being ſtill inuſe) which requires each Note 
to be play d or fung twice fo quick as when it 


| ſtands the uſual way. Alſo a daſh or ſtroke 


through the ſign of the Mood thus 1s pro- 
perly aſ{ign of Diminiition ; though many daſh 
it ſo, without any ſuch Intention. 

They had yet more ſigns of Diminution 
as, Croſſing or Double-daſhing the fign of the 
Mood ; Alto the ſetting of Figures to ſigniſie 
Diminution in Dupla, 4ripla, Puadrupla pro- 
portion 3 with other ſuch like, which being 
now out of uſe, I will trouble you no further 
with them. And this 1s as much as I thought 
neceſjary for Tuning and Timing of Notes, 
which is all that belongs to the Kndiments of 
Song. D 2 A 
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TEACHING 


T be Principles of Compoſition. 


3 1. Of Counterpoint. 


Efore Notes of different Meaſure were in 

iſe, their way of Compoſing was, to ſet 
Pricks or Points one againſt another , to de- 
note the Concords ; the length or Meaſure of 
which Points ,: was Sung according to the 
quantity of the Words or Syllables which 
were |. 


| 
' 
4 
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were applicd to them. And becauſe, incom- 

ſing our Deſcant,we ſet Note againſt Note, 
as they did Point againſt Point, from thence 
it ſtill retains the name of Connterpoirt, 

In reference to Compoſition in Connter- 
point, I muſt propoſe unto you the Baſs, as 
the Ground-work or Foundation upon which 
all Muſical Compotition is to be erected : And 
from this Faſs weare to meaſure or compute 
all thoſe Diſtances or Intervals which are re- 
quilite for the joyning of other parts thereto. 


2 2. Of Interwalls. 


N 7»tervall in Muſick 1s that Diſtance 

—X or Difference which is betwixt any two 
Sounds, where the One is more Grave, the 
other more Acute. 

In reference to 1-terval/s,we are firſt to con- 
ſider an Uniſon;that is,one,or the ſame ſound; 
whether produced by one {ingle Voyce,or di- 
vers Voyces ſounding in the ſame Tone. | 

This Oiſoz, as it is the firſt Term to any 
Tntervall, ſo may it be conſidered in Muſick 
as an Unite in Arithmetick , or as a Point in 
Geometry, not divilible. 

As ſounds are more or leſs diſtant from any 
{uppoſed Uniſon, ſo do they make greater 
or leſſer qtervalls - upon which accompt , 

| D 3 Intervalls 


28 


A Compendium of Muſick, 
Intervalls may be ſaid to be like Numbers, 
Tndefinite, But Thoſe which we are here to 
conſider, be onely fuch as are contained with- 
1n our common Scale of Muſick z which may 
be divided into ſo many Particles or SeCtions 
(only) as there be Semritones or Half Notes 
contained in the ſaid Scale, That 1s to ay, 
Iiwelve in every 0&ave, as may be obſerved 
1 the ſtops of fretted Inſtruments, or in the Þ a 
Keyes of a Common Harpſecord , or Orgar, | ( 
Their names are theſe that tollow. 


PSA A.O 


12, Diapaſon, 12. Octave or 8th. 
I1. Serridiapaſon, II. Defective Sth, 
TI, Sept. 22ajor. I I. Greater 7th, 
Lo. Sept, minor, Io. Lefler 7th. 
- 9. Hexachordon ma, 9. Greater 6th. 
8. Hexachordon mi. 8. Leſler 6th. 
7. Diapente, 7, Perfect 5th. 
6. Semidiapente, 6. Imperfect 5th. 
6. Tritone, 6, Greater 4th. 
5. Diateſſaron. 5. Perfect 4th. 
4. Ditone, 4. Greater 3d. 
3. Serriditone. 23. Leſler 3d. 
2. Tone 2. Greater 2d, 
x. Semitone. 1. Leſler 2d. 
Uniſon, One Sound. 


Where take notice that the Defedive 8th. 
and Greatcr 7th. are the ſame Interval! in the 


Scale - 
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Scale of Muſick. The like may be faid of 
the Deſe&ive 5th. and Greater 4th. Alſo you 
may obſerve, that the Particle Semi, in Semi- 
diapaſon, Semidiapente , &c.. doth not figni- 
fie the Half of ſuch an 7ztervall, in Muſick ; 
but only imports a deficiency, as wanting a 
Semitone of perfection. 

Out of theſe Seritozes or Half Notes, ariſe 
all thoſe Intervalls or Diſtances which we call 
Concords and Diſcords. 


3. Of Concords. 
Oncords in Mulick are theſe : 3d.5th. 6th. 
8th, By which I alſo mean their Oftaves 3 
as 10th, 12th, 13th. 15th, &c. All other In- 
tervalls, as 2d. 4th, 7th. and their Octaves, 
reckoning from the Baſs, are Diſcords ; as you 
ſee in the following Scale. 


As you ſee the 
Concords. C 7 y 
EO DOGS, 0s urge ' Concords and 


r 
> 


0-49] © 9 20 hd  Diſcords com- 

* 2 53-0425 | putedhere from 
69-20 the lowelt line 
——404-| upward ; ſoare 

3-6 2-2-9 they to be recs 
6 0 | koned from any 

b 06—|=- line or ſpace 

| Perfect. Taperfelt: Diſcords, Wherein any 


Note of theBaſs 
doth ſtand. 
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Again, Concords are of two ſorts ; Perfe? 
and 1mperfe@, as you fee denoted under the} 
Scale. Perfe&s are theſe, 5th. 8th. with all 
their Otaves. TmperfeiZs are a 3d. 6th. and 
their Oftaves, as you ſee in the Scale. 
 Imperfedts have yet another diſtinction 3 to 
wit, the Greater and Lefer 3d ; as alſo the 
Greater and Leſſer 6th, 


þ 4. Paſſage of the Concords. 


Irſt take notice that Perfe#s of the ſame © 

kind, as two 5ths. or two 8ths. riſing or 
falling together, arenot allowed in Compo- 
ſition ; as thus, 


fat 


Nor allow:d. | Notallowed. 
FESSSESESIE: ne 
Cre ecanetantrarianad A cry on nts eats 5. as m 

3 3: 3 TY 
C— _ ——_ gale. 
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But if the Notes do either keep ſtill in the 

hefplame line or ſpace, or remove (upward or 

alBdownward) into the Octave; two, three, or 

ndEmore Perfe&ts of the ſame kind may in that 
way beallowed. 


to 
Ne Example, 

Allowed. == 
JEFF FH HE 


Alſo,in Compoſition of many parts ( where 
neceſlity ſo requires) two 5ths, or two 8ths. 
may be tollerated,the parts _ in contra- 
ry motion, thus. 


Aliowed in Compoſition of miny Parts, 
EFESSEStEEDRSSt=F = 
=== — ——=2= => _ 
TTE-8 8@8 5 5 $5 48 
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The paſſage from a 5th. to an $th., or fron} 
an 8th,toa 5th.is(for the moſt part)allowable. 

As for 3ds. or 6ths. which are ImperfeQ 
Coneords ; two, three, or more of them , 
aſcending or deſcending together, are allow: 
able anc very uſual. 

In tiac, you have liberty to change from 
any one, to any other different Concord; 
ſome few paſlages excepted, as being Iek 
elegant in Compoſition of two or three Parts; 
though in more Parts more allowance ma 
be granted tothem. The paſlages are thel 
that follow. 


| Paſfazes nor allowed in few Parrs, 
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: | 95. Concerning the K ey or Tone. 
eQML, Very Compoſition in Muſick, be it lon 
1 M-or ſhort, is (or ought to be) deſigne 
w-fo ſome one Key or Tone, in which the Baſs 
loth alwayes conclude. This-Key is faid to 
ombe, either Flat, or ſdarp - not inreſpett of its 
d Hf; but in relation to the flat or ſharp 3d. 
eflyhich is joyned to it. 
ts: To diſtinguiſh this, you are firſt to conſi- 
ayWer its 5#5. which conſiſts alwayes of a Leſſer 
F, nd a Greater 3d. as you ſee in theſe two 
nſtances, the Key being in G, 


py w—_ cy 


7 F- 
— kX" Greater 3d. —&. Leſſer 3d. 


If the leſſer 34. be 1n the lower place next 
to the Key, then 1s the Muſick ſaid to be ſet 
ina flat Key. But if the Greater 3d. ſtand next 
tothe Key, as it doth in the fecond Inſtance, 
=#then the Key 1s called ſharp. 
= I will ſhew you this flat and ſharp 3d. ap- 
""Þ plyed to the Key in all the uſual places of an 
| Octave; to which may be referr'd ſuch as are 
: leſs uſual 3 for however the Key be placed, it 


muſt alwayes have its 5t/, divided according 
c ro 
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to one of thele two wayes ; and conſequenth B 
muſt be either a flat, or a ſharp Key. 


Pj fro 


Example. 


Flat. Shavp, Flat. Sbayp. Flat, t 
I _ ORG * my _— —s oo curecs aa——me cd. | (TEES FE 
IEZIS T+- -+ T's Se. p HED FLY [ 
o_ 5 ere BY } Sou _——  X ' 
nao — x = _ CP-4-XIP —_ 4 


_ Hon. Flat, _ $hry Fire 1 her. a 
Sf FE PTL SEES: 


Flat. Sharp. F lat. 
_ ow Sharm x On” * B 
20 = CO TTY 
=F —y _— b 
— + -- | 


As the Baſs 1s ſet in a flat or ſharp Key ; | 
muſt the other parts be ſet with flats or ſhar} 
In all the Octaves above it. | 


2 6. Of the Cloſes or Cadences belongin 
to the Key. 


$8218 


Aving ſpoken of the Key or Tone, 1 
follows in order that we ſpeak of thi © 
Cloſes or Cadences which belong unto i: 
And here we muſt have recourſe to our fore 
mentioned 5t/.and its two 3ds. for upon then i 
depend 
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dependsthe Aire of every Compoſition; they 
ſerving as Bounds or Limits which keep the 
Mufick in a due Decorum. 

True it is, that a skilful Compoſer may 
(for variety) carry on his Mafick,(tometimes) 
to make a middle Cloſe or Cadence in any 
Key ; but here we are to inſtruct a Beginner, 
and to ſhew him what Cloſes or Cadences are 
moſt proper and natural to the Key in which 
a Song 1s ſet, 

Of theſe , the chief and principal is the 
Key it ſelf; in which (as hath been ſaid) the 
Baſs muſt alwayes conclude z and this may 
be uſed alſo for a middle Cloſe near the be- 
oinning ofa Song, if one think fit. The next 
in dignity, is the 5th. above; and the next 
 'Þ after that, the 3d, In theſe three places mid- 
dle Cloſes may properly be made, when the 
Key 1s flat. 


t] | 


4 


in Example, 
FREE 


Ty But if the Baſs be ſet in a ſharp Key 3 then 
MN !t 1s not ſo proper,nor calic,to make a middle 
Cloſe 
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Cloſe or Cadence to end upon the ſrarp 24 *f 
and therefore (in ſtead thereof, ) we cond! 


monly make uſe of the 4th. or 2d. above thi "© 
Key for middle Cloſes. 


Jln 
Example, | at 
Key Sharp, : EPR £ 
HEHE EE 
Key. (th, 4'b. 24 Key, 


Thus you ſee what Cloſes belong to the 
Key, both flat and ſharp - and by theſe tw 
Examples ſet in G, you may know what is to 
be done, thongh the Key be removed to an F 
other letter of the Scale. 


0 7. How to frame a Bals. a1 


I. Et the Aire of your Baſs be proper to tl 

the Key defigned. 2. If it have mid;Þ 
dle Cloſes, let them be according to the b 
late Examples. 3. The longer your Baſs 15, 
the more middle Cloſes will be requircd.|© 
4. The movement of your Baſs muſt be ( for? 
the molt part) by leaps of a 34. 4th. or 5th.|" 
uſing degrees no more than to keep it within! 
the proper bounds and Aire of the Key. |! 
Laſtly, I would have you to make choice |* 


cf 


Om 
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ofa flat Key to begin with 3 and avoid the 
ſetting of ſharp Notes in the Baſs, for ſome 
reaſons .which ſhall appear hereafter. Let 
this ſhort Baſs which follows, ſerve for an 


Flnſtance; in which there is a Cloſe or Setion 


BY 


at the end of the ſecond Bar. 


Example. 


ESE EEE EEE ERS; 


2 8. How to joyn a Treble to the Baſs. 


He Baſs being made, your next buſineſs 

is to joyna 1rebletoit : which to effec, 
(after you have placed your Treble Cliff ) you 
are to ſet a Note of the ſame quantity with 
the firſt Note of your Faſs; either ina 3d, 
5th. or 8th, above your Baſs ; for we ſeldome 
begin with a 6th. in (ounterpoint. 

Now, for carrying on the reſt , your ſe- 
cureſt way 1s, to take that Concord , Note 
after Note, which may be had with the leaſt 
remove : and that will be, either by keeping 
in the ſame place,or removing but one degree. 
In this manner you may proceed untill you 
core to ſome Cloſe or Section of the ſtrains 

at 
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at which you may remove by leap to what 
Concord you pleaſe; and then carry on the 
reſt as before. 

By this means you will be leſs liable tq 

of thoſl Difallowances formerly mentioned.moſl 
of them being occaſioned by leaps of the up 
per part. 

Only let me advertiſe you, that we ſeldo 
uſe 8ths. in two Parts, except Beginning 
Notes, Ending Notes ,- or where the Part 
move contrary : that is, one riling, the othet 
falling. ' 

If you ſet a Figure under each Note a 
you Prick it, to lignify what Concord it ij 
to the Baſs, as you ſee inthe following Ex 
amples, it will be ſome eaſe to your Eye anc 


Memory. 


Example 1. Beginning witha 5th, 
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confine 'you therevs but. that you may uſe 
leaps when there ſball be AJzoccafion z or 
when your ownfancy ſhallmove you thereto; - 
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are three 8ths; The firſt ite fir(t Bar; The 
* Treble keeping its place, and therefore allo\w- 
able, in my opinion. The Keotic meets-in 
contrary motion ; the thirÞKetpps its place, 
In the third Example 'aretw6'8tþ-;/the' fitlt 
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the Greater 6th. doth lend part of its Note 
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deſcending a Toze or Seavitonces thus : : 
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Treble to it. 
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n $0-your: Tre Baſs- 
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$ 9- Compoſition.of three Parts: 


T7 itt, you are to ſet the Notes - of | this 
&*-Part in Coneords different from thoſe of 
the Treble, 2, When the Treble js a"5th. to 
the Baſs, I would have you make uſe either 
of a 34, or an $4. -for the-other Part ; and 
not-to- ule, a 614. therewith; untill I have 
ſhewed you how , and where a 5th. and 6th, 
may be joyned together 31 of which more 
E 3 hereafter. 
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ſet there to cakes -away the- harſh reflection of 
E ſharp againſt B-fi4-the-faregoing Note of 
the Baſs: which 1s that nn call Relation 
T-rBangs 20711 FE a 1} ſpeak: Here- 
Res As Shar ps* It &yotto what 
I ſd former] of them-: Qnely. take notice 
that part of the ſharp 27 iff the Treble Part 
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$ more: proper: for an Inner 
pert at Cop paper __ 
if will #6 by addipg : an6ther Part (viz.: 1 


T tor Y ſhewyou the accompliſhment of four 
Parts : concerning whieh, theſe Rulesareto 
be obſerved, 

Firſt; that this Part which is to be added, 
be ſet in-Concords different from the other 
two upper Parts. That is to fay, if thoſe be 
a 5th, and 3d. Jet this he. an 8th; ; by which 

Ou may conceive. t 
: Secondly: © wou I favs: you Joyn this 
Texor as near the' Alt as the different Con- 
cords do permit ; for the Harmony is better, 
when the three upper Parts are joyned* cloſe 


together, - - 

Srhirdly, y 6h ate to avoid two 8th,,or two 
sths. rifing or falling together.,. as well 
amongſt” the upper Parts, as betwixt any 
one Part and the Faſs';, of which there 1s 
leſs danger, by IG the Parts in ditferent 


Concords. 
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' Here you may. perceive each; Note of the 
newly added Tenor, ſet in a Concord nil 
3 different from thoſe of the other two higher 
| > Parts ; by which, the Compoſition. is- cont- 
| | - -pleted 1n four Parts. And though I have 
ſhoved: this Compoſition , by adding ons 
Part after another, which I did conceive to 
be the ealteſt way of grving you a clear un: 


= 


how to place the Concords, it is left to your 
liberty to carry on your Parts(fo many-as you 
_ deſign) together;and to diſpole them into ſe- 
veral Concordsas you ſhall think convenient. 
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Wc enera ally delivers by moſt Fury 
Jeobich T avec ED, that” How marly Parts 
ſdevera Compoſition confi{tS'of, there'can be 
but three feveral' Concords Yoy ned "gt once; 
to'#ry oneNotef the Baſs 5 5: Shae 15 to tay, 
either'a 3d;5th. and 8th.or a 34.6th.-and 85; 
#nd,' that when the 5th: cakes place;'the6#Þ; 
is to be omitted 3 and contrarily, if the' 6%; 
be uſed, the 5th. is to be left out. - 
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Things to be noted in this Talkie 
theſe. *1. When the Notes of the Baſs keej 
{till in the ſame place, it is left to your liber 
to remove the other Parts as you ſhall thin 
fit : An inſtance whereof you have 4n- tl 
next Notes after the beginning. 2, Tak 
notice (and obſerve it hereafter ) that the 
Half-Note or ſharp ſecond under the Key 
doth hardly admit an 8th. to be joyned to it, 
without hy bw to a critical Ear g and there 

fore havel joyned two 6#hs. and a 3, to that 
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-HFpart of the ſecond Bar = ou may ſee the 
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ll 6ths. to the Baſs, as the warks, which Notes 
I of the Baſs require them” : where you muſt 
w,- thityheeBſr,.10 Ul Tuchs ike 
th aſlithe an upper 
wanting ci alin a 3d;loerimes a 5th, of 


that Latitude or Com WY {s which is proper to 


the true nafrt ofa RY ' EV x3 ON: 
740 denpirate this, hve remove the 

ſaid Noteginto- their proper. Compals; and 

then you will ſec thoſe 65hs. changed into 

other Coneotds;- theappetiParts'remaitiing 

the ſame they were, orelſe ſi ing chaſe Nores' 
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lower. all the GthsÞ ak | AY ys Except 
that 6th; which made the Binding Cadence $ 
and that alſo will be taken quite away, if we 
remove its Baſ5-Note 'into its full Latitudeg 
which is a 5th. lower 5 as you will eaſily (cg 


by tha, laftance next rs Ss ; 
* 
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By this which hath 


been ſhewed , you ſee 
where 675.are to be uſed 
in Compoſition;and how 
they may be avoided 
when you pleaſe, But I 
would have you take 
notice, that; Baſſes confiſting much of Notes 
which require 6ths. ts be joyned to ther, are 


ore apt for few, than for many Parts, 


213. Of Tranſition or Breaking a Note. 
A Ne thing yet remains , very neceflary 
(ſometimes )in Compoſition ; and that 

, to make ſmooth or ſweeten the roughneſs 
fa Leap, by a gradual] Tranſition to the 
ote next folloying, which is commonly 
illed the Breaking of a Note, The manner of 
you have in the following Examples, 
here the 14izim in B, 1s broken to a 
d, 4th, and 5th. both downward and 


pward. 


A A Compentin f Mufe ch. 


In like manner may ' a Semribreve be broken 
into ſmaller Notes. Where take notice allo, 
that two, three, or more Notes, ſtanding 
topether in the fame line or ſpace , may be 
conſidered as one intire Note ; and conle- 
quently capable of Tranion, 


In which, you have no more to take car: 
of, but that the firſt Particle expreſs the 
Concord, and that the laſt produce not tw« 
5ths. or 8ths. with ſome other Part. To avoid 
which (if it ſo happen) the following Note dt 
the other Part may be altered, or the Tran: 


tion may be omitted. 
We 


Priuciples of Compoſetion. 67 
| We will take the late Example with its 
: 6ths. and apply ſome of thele Breakings to 

ſuch Notes as do require them, or may: 
| admit them. 


| Example. 


Treble. SHREPFREHTEEHER 
of HS; 
b Tenor. £34 = + Tre P St: 


Xx 


6 EH 


E The Breakings are marked with little 
»*# Stars under them;which you will better con- 
ceive if you caft your Eye back upon their 
be original Notes. 
| In this I have made the Treble and Alt. end 
| both inthe ſame Tone, that you might ſee the 
: M1 Tenor fall by Tranſition into the Greater 34. 
6 at the Cloſe. | 
Theſe Rules and Inſtructions which I have 
now delivered, being _ obſerved , _ 


68 A Compendium of Muſick, | 
(1 donbt not) ſuffice to ſhew you what is | 
neceſlary for Compoſition of Two, Three, | 
or Four Parts, in Counterpoint. - 

I have ſet my Examples all in the ſame | 
Key, ( viz, inG.,) thatT might give the leſs Þ 
diſturbance to your apprehenſion 3 which | 
being once confirmed, you may ſet your | 
Compoſitions in what Key you pleaſe, having 
regard to the Greater and Leſer 3d. as hath 
been ſhewed, 


0 14. Compoſition of 5, 6, and 7 Parts. 

TD Y that which hath been ſhewed.it plainly 
I Jappears, that there can be but three 
different Concords applyed at once to any 
one Note of the Baſs; that is to fay 
( generally ſpeaking ) either a 34. 5th. and 
8:4. or a 3d. 6th. and 8th. Wence it follows, 
that.if we joyn more Parts than three to the 
Baſs ; it.muſt be done by doubling ſome of 
thoſe Concords. v. g.. If one Part more be 
added, which makes a Compoſition of 
Five Parts, ſome one of the ſaid Concords 
myſt ſtill be doubled. If two be added , 
which makes a Compoſition of fix Parts, the | 
duplication of two of the Concords will 
-be required. If Three Parts more be ad- 


ded , which makes up Seven parts 3. _ | 
a 


» 
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1 all the three Concords will be doubled. 
And conſequently, the more Parts a Com- 


fition conſiſts of, the more redoublings 


} of the Concords will be required. Which 
! redoublings, muſt be either in their 0&Faves, 
! or in their Viſors, I mention Uriſons 
{ becauſe many Parts cannot ſtand within 
the Compaſs of the Scale of Mulick , but 

| ſome of thoſe Parts muſt of neceſflity meet 


| ſometimes in Viſor. 


That I may explicate theſe things more 


| clearly , I will ſet you Examples of 5, 6, 


and 7 Parts; with ſuch obſervations as ma 

occur therein : And being able to joyn 7 
many Parts together in Conrzterpoirt , you 
will find leſs difficulty 'to compoſe them in 
Figurate Deſcant z becauſe, in that you will 
have more liberty to change or break off up- 
on the middle oh Note. 


F 3 E xample. 
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| Example of Froe Parts. 
treble 1 =ppetterertetee3t | 

8-H SE Ef 

353 935 A 


il EH HEE: 


8238 583 858 


« HEE 


FED $38, "B03 


Here you ſee ſome one of the Concords | 
ſill doubled, as may be obſerved by the | 
Figures which denote them. Your next | 
ſhall be of Six Parts ; wherein, two Con- | 
cords will (till be doubled to:each Note of | 
the Baſs. | 


Example, 
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f Example of ſix Parts, 
4] Treble == =J= 


EE 
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355 835 he. _ 
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Here you ſee two = doubled; in 
which, all you have to obſerve ; 1s, how the 
remove ſeveral WaYes;one upward,the other 
downward ; by which means they avoid the 

onſecution of Perfetts of the fame kind. 


4 Example. 
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"I y Seven Parts, | 
Treble 1. =: HEFEEEs 
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Obſervations in this Example are theſe. 


Firſt, that all the three Concords are, either 
doubled ; 


Conſecution of Perfefts, or upon any volun- 
tary delign. The Notes ſo tranſpoſed are 
marked with little ſtars over them, that you 
may take notice of them. 


$ 15. Of two Baſſes, and Compoſetion of 
Eight Parts. 


Any Compolitions are ſaid to have two 

Baſjes (becauſe they are exhibited by 
two Viols or Voyces) when, 1n reality they 
are both but one Baſs divided into ſeveral 
parcels 3 of which, either Baſs doth take its 
part by turns, whileſt the other ſupplyes the 
office of an upper Part, Such are common- 
ly deſign'd for Inſtruments. But here we are 
to ſpeak of two Baſſes of a different nature 5 


' and that in reference to Compoſition of 


Eight 
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{ doubled ; or if any one ſtand fingle (as that 
| which makes the Binding Cadence muſt al- 
| wayes do) it doth neceflitate ſome other 
{ Concord to be trebled. Secondly,that though 
| the Parts do meet ſometimes in Viſor when 
| it cannot be avoided 3; yet they muſt not re- 
| main ſo, longer than neceſſity requires.Laſtly 
| take notice, that the Notes of one Part, may 
{ be placed above or below the Notes of ano- 

ther neighbouring Part ; either to avoid the 
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Eight Parts : which, whether.intended for | 
Church or Chamber, is uſually parted into | 
two. Quires; either Quire having its pecu- | 
liar Baſs , with three upper Parts thereto | 
belonging. | | 
Theſe two Quires anſwer each other by 


turns : ſometimes witha ſingle voice 3 ſome- | 


times with two, three, or all four 5 more | 
or leſs, according to the fubje&t , matter, F 


or fancy of the Compoſer. But when both Þ - 


Quires joyn together , the Compoſition | 
conſiſts of Eight Parts, according to the 
following Example. In which, you will F 
ſee two Baſſes, either of them moving ac- 
cording to the nature of that Part; | 
and either of them alſo, if ſet alone, a |} 
true Baſs to all the upper Parts of either 
Quire:; for ſuch ought the two Baſſes tobe, | 
which here I do mean. And though it be a 
thing which few of our chief Compoſers do 
obferve, yet I cannot but deliver my opinion 
therein; leaving the Skilful to follow which 
way they molt attect, 
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re of Eight Parts. 
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As concerning the Concordance of theſe 
two Baſſes betyvixt themſelves ; 1t muſt be, in 
every reſpective Note, either an 0Fave , an 
Uniſon, a Third, or a Sixth, one to the 
other : not a Fifth, Becauſe the upper Baſs 
( being ſet alone,or ſounding lowder than the 
other ) will be a 4th. to all thoſe upper Parts 
which were 0G aves to the lower Baſs. But 
where the Baſſes are a 3d, one to the other, 
if you take away the lower Baſs, the 8ths. 


areonly changed into 6ths. Again, if you | 
take away the lower Baſs where they are a 


6th. one to the other 3 thoſe upper Parts 
which were 6ths, to the lower Baſs, will be 
ths. to the higher. Where the Baſſes ſound 
in Uziſor or OFave, the upper Councords are 
the ſame to either. 

The reaſon why I do not affect a 5th. be- 
twixt the two Baſſes in Choral Muſick 1s, that 
I would not have the Muſick of one Quire to 
depend upon the Baſs of the other , which 1s 
diſtant from it ; but rather, that the Muſick 
of either Quire be built upon its own proper 
Baſs, and thoſe two Baſſes with all their upper 
Parts to be ſuch as may make one entire Har- 
mony when they joyn together. 

One thing more concerning two Paſſes is, 
that though they may often meet in 3d-. yo 
1 
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if they move ſucceſfively in ſimple 3ds.. they 
will produce a kind of buzzing, in low Notes 
eſpecially, (as I have ſometimes obſerved) 
which is not to be approved unleſs the Hu- 
mour of the Words ſhould require 1t. 

What we have ſaid of four Parts in a 
Quire, the ſame may be underſtood ifeither 
Quire conſiſt of five or {ix voices Alſo, if 
the Mufick be compoſed for three or four 
Quires,cach Quire ought to have its peculiar 


| Baſs, independent of the other : And the 


more Parts the Compoſition conſiſts of when 
all are joyned together in a full Chorws z the 
greater allowances may be granted : becauſe, 
the multiplicity of voices doth drownor hide 


thoſe little ſoleciimes which in fewer Parts 


would not be allowed. 

This is as much as I think neceſſary to be 
ſhewed concerning Coxrterpoirt or plain De- 
ſcant, which is the Ground-work or (as [ 
may fay ) the Grammar of Muſical Compoſt- 
tion. And though the Examples herein ſet 
down ( in which have endevoured no cu- 
riolfity but plain inſtruftion )be ſhort, ſuitable 
to a Compendium , yet they are (I hope } 
ſufficient tolet you ſee how to carry on your 
Compoſitions to what length you ſhall de- 


lire. 
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THIRD PART, 


TEACHING 


The Uſe of Diſcords. 


d 1. Concerning Diſcords, 
ÞÞ page as we formerly ſaid of Irtervals 


are Indefinite; for all Intervals , ex- 
cepting thoſe few which preciſely terminate 
the Concords, are Diſcords., But our con- 
cernment in. this place, is no more than 
with theſe that follow, vis. The Leſſer 
an 


1 
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and Greater Second, The Leſſer, Greater, and 


Perfe Fourth, The Leſſer or DefeFive Fifth. 
The Leſſer and Greater Seventh, By theſe I 
alſo mean their 0&Faves. 


3 2. How Piſc ords are admitted iis 
Muſick. 


Ta are two wayes ( chiefly uſed 
in Compoſition. Firſt, in Diminution; 
That is, when two, three, or more Notes 
of one Part, areſet againſt one Note of a 
different Part. And this is commonly done 
in making a graduall tranſition from one 
Concord to another 3 of which you had 
ſome intimation pag. 65. where I ſpoke of 


| Breaking a Note. 


In this way of paſſage, a Diſcord may be 


| allowedin any one of the diminute Notes, 
| except the fir 


or leading Note, which ought 
alwayes to be a Concord. 
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Example. 
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To which may be referred all kinds of |" 
| Breakings or Dividings, either of the Baſs 
it ſelf, or of the Deſcazt that is joyned to it; | 
of which you may ſee hundreds of Examples 
in my Book named The Drviſion Viol, 24, | 
Part 3 the whole diſcourſe being upon that 
Subject. £ 
Here again take notice, that two, three or | 


more Notes ſtanding together in the ſame |, 
line 
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| line or ſpace may be conſidered as one entire 
Note 3 and may admit a Diſcord to be joyn- 
ed to atiy of them , the firſt only excepted. 


b Example. 
ri] 
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Although in this Example, I ſhew what 

liberty. you have to uſe Diſcords,where many 
+ | Notes ſtand- together in the ſame line or 
|: lpace, which may properly be uſed in Vocal 

Muſick, where both the Parts pronounce the 
ame words or ſyllables together ; yet it is 
not very uſual in Muſick made for Inſtru- 
of | Ments, 


ISIS 
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(s d 3. Of Syncopation. 
5 He other way in which Dilcords are not 
<S only allowed or admitted ; but of moſt 


ls [excellent uſe and Ornament in Compoſition 5 

t is, in Syncopation or Binding : That is, when 

a Note of one Part ends and breaks oft upon 

T Jthe middle of the Note of another Part; as 

© Jjoulce inthe following Examples. 
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$yncopation in two Parts, 
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Ne fede inthree Parts, 
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Theſe Examples do ſhew you all the 
Bindings or Syncopations that are uſually to 
be found : as 7ths. with $ths 6ths. with 
5ths 5 aths. with 3ds 5; 3dr, with 2ds. Why 
8ths. and 5155. are exempt trom Binding with 
their neighbouring Diicords, ſhall prefently 
appear. 

In this way of Binding, a Diſcord may be 
applyed to the firſt Part of any Note of the 
Baſs, if the other Part of the Binding-Note 
did ſound in concordance to that Note of the 
Baſswhich went before : and ſometimes alſo 
without that qualification 3 wherein ſome 
Skill or Judgment 1s required. 


2 4. Paſſage of Diſcords. 
Heords thus admitted, we are next to 
conſider how they are brought off, to 
render them delightful z for, ſimply of them- 
ſelves they are harſhand diſpleafing to the 
Ear, and introduced into Muſick only for 
variety 3 or , by ſtriking the ſenſe with a - 
diſproportionate ſound, to beget a greater 
attention to that which followsz to the 
hearing whereof weare drawn on(as it were) 
by a vehement expectation. 
"This winding or bringing a Diſcord off, is 
alwayes beſt effected by changing from 


thence 
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| thence into ſome Imperfect Concord, to 


which more ſweetneſs ſeems to be added by 
the Diſcord ſounding before it. And here 
you have the Reaſon why an 6th. anda 5th. 
do not admit of Syncopation or Binding, with 
their neighbouring Diſcords : becaulſe;a 7th. 
doth Paſs more pleaſingly into a 6th. as alſo 
a 974, into'a Toti2. or 3d. And as for a. 5th. 
though it Bind well cnough .with a 6th. (as 


you did ſec in ſome of the foregoing Exam- 
ples): yet, with a 4f4.1t will not Bind fo well, 
| Ee a.4#r2. doth paſs more properly tnto 


a 3d, 

Theſe little windings and bindings with 
Diſcords and Imperfect Concords after them, 
do very much delight the Ear : yetdonot 
fatisfie it, but holdit in faſpenſe (as it were ) 


until they come toa perfect Concord z where 
(asat a Period) we underſtand the ſenſe of 


that which went before: 


Now, in paſting from Diſcords to Imper- 


fect Concords ,. we' commonly remove to 


that which 1s neareſt , rather than to one 
that 1s more remote 3 which Rule holds 
good allo in paſſing from Imperfect Con- 
cords, tO thoſe that are more Perfect. 


e 5- 
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$5: Of Diſcords Note againſt Note, 
Ethough we have mention'd but two 
wayes in which Diſcords areallowed ; 
that is; in Diminution, and Syncopation 3 yet 
we find a third-way, wherein Skilful Comes . 
poſers do often uſe them : which 1s, by ſet- 
 1vg Notefor Note of the ſame quantity one 
againft another. And though it be againſt 
the Common Rules of Compoſition 3 yet, be- | 
ing done with judgment and defign, it may 
be ranked amongſt che Elegances of Figurate 
Mutick, | 
Fhe prime or chief of which, for their uſe 
and excellency in Muſick, are a Trztoze and a 
Semidiapente;' that is, the Greater or Exceſ- 
ſtove 4th.and the Leſſer or Defe&ive 5th. Which 
according to the Scale , where we have no 
other diviſions or diſtinctions than Semztones 
or Halt-Notes, ſeem to be the ſame 7-ter- 
_vall , as to proportion of ſound, either of 
them conſiſting of ſix Sexrztores ; -but their 
appearance 1n practice 1s, one of them as a 
4th; the other hkea 5th ; which, if placed 
one above the other, complete the compals 
ofan 0&ave, in manner following. 
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Trinne;”:c-- Semidiapente. 
_ Semidia-p—==— TSS 
= 
=>) )rritone. —_. CN | 


12.3456 123456. 


Their uſein Fi igurate Deſcant 1s very fre- 
quent, both in Syncopation and Note againſt 
Note, as in Courterpoint. The Tritone pales 
naturally into a 6/þ - The Semzazaperte into 
a 3d. _ 

+ 3 
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Tritone, Semdiapente. 


 TheParts or Sounds which they uſually 
require to be joyned with them , elther in 
Binding or without it 3 are a Second above 
the lower Note of the Tr7toze ; and a Second 
above the higher Note of the Searidiapente 


4s 
4 


' Which makes that 67h. we mention'd p. 60. as 


neceſlary tobe joyned with an Imperfed 5th, 
 Exaraple. 


Tritone, Semidiapente, 
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2 6.0f Diſcords in double Tranſition. 


Shewed you formerly (pag. 65. ) how a 

Note is ſomtimes broken to make a Tran- 
ſition by degrees to ſome other Concord. 

Theſe Tranfitions or Breakings are com- 
monly-expre(s'd in @#avers or Crochets * 
ſometimes (though ſeldome ) in 2471475. The 
Examples I gave you were fer for the 1reble, 
but may be applyed to the Baſs alfo, or any 
other Part. 

Now , if the Baſs and an upper Part, 
do both make a Tranſition at the fame 
time, in Notes of the ſame quantity , 
and in contrary motion , which 1s their 
uſual Paſſage z there muſt (' of neceſlity ) 
be an encounter of Diſcords , whilſt 
either Part proceeds by degrees towards 
its deſigned Concord, And therefore 
in ſuch a Paſlage Diſcords (no doubt ) 
may be allowed Note againſt Note. 


Example, 
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Beſides theſe which depend upon the Rule 
of Breaking and Tranſition , there may be 
other wayes wherein a Skilful Com poſer may 


Upon 


go A Compendium of Muſuck, 
upon deſign ſet a Diſcord , for which no 
genera] Rule is to be given; and therefore, 
not to be exhibited to a Beginner ; there be- 
ing a great difference betwixt that which is 
done with judgment and > and that 
which 1s committed by overlig 
rance. Again, many things may be allowed 
in 9uavers and (rochets (as in theſe Ex- 
amples that I have fhewed) which would 
not be ſo allowable in 14in1#z5 or Seri: 
breves. 4 | 
I told you formerly that Diſcords are beſt 
brought off, when they pals into Imperfed 


Concords : which 1s true Doctrine, and 


ought to be obſerved (as much as may be) 
' Inlong Notes and Syncopation : But in ſhort 
Notes and Diminutton, we are not fo ſtrictly 
oblieged to obſervance of that Rule. Nei1- 
ther can we aſcend or deſcend by degrees 
to a 5th, or to an 9th, but a 4th, will 
come before the one, and a 7th. before 
the other. 


Again, a 7th, doth properly paſs into a. 
5th,” when the Parts do meet in contrary 


motion , as you may fee in the Example next 
following. 


And 
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And here you may ſee two 7ths. both 
Parts deſcending, betwixt the Baſs and 
higher Treble 3 not by overſight, but ſetwith 
deſign. | 


0 7. Of Relation Inharmonical. 


Fter this diſcourſe of Diſcords, I think 
it very proper to ſay ſomething con- 
cerning Relation Inharmonical , which I for- 
merly did but onely mention. 

Relation, or Reſpect, or Reference Inhar- 

{ monical , is a harſh reflection of Flat againſt 

Sharp, 1na croſs form : that 1s , when the 

preſent Note of one Part, compared with the 

foregoing Note of an other Part, doth pro- 

duce ſome harſh and difplealing Diſcord. 
Examples of it axe ſuch as follow, is 
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The firſt Note of the Treble is in E ſhary, 
which conſidered ( croſs-wiſe )- with the fe 
cond Note of the Baſs in E flat , begets the 
ſound of a Leſſer Second, which is a Diſcord. 
 Theſecond Example is the ſame deſcending. 


The third Example, comparing E ſharp in 


the Baſs, with B flat in the Treble, produces a 
falſe 5th. which is alſo a Diſcord. The like 
may be ſaid of the fourth Example, 


The firſt Note of the Baſs in the fifth. 


Example ſtands in B flat .- which compared 
with the laſt Note of the Treble , in E ſharp, 
produces the ſound ofa Tritore or Greater 4th, 
which 1s alſo a harſh Diſcord. 


Though theſe croſs Relations ſound not 


both together, yet they leave a harſhneſs mw 
the Ear, which is to be avoided eſpecially 
in Compoſition of few Parts. 

But you muſt know, that this croſs refle- 
Ction of Flat againſt Sharp, doth not alwayes 
produce Relation Inharmonical, 

___ Exampk, 
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Example. 


For it is both. uſual and proper for the upper 
Part to change from fat to ſharp when the 
Bafs doth fall a Leer 34. as you ſee in the 
firſt and ſecond Bars of this Example. Alſo 
that reflection of F ſharp againſt. 5 fiat., .1n_the 


third Bar, which produces- the found of a 
Leſſer 4th. is not Relation Ihharmonical. The 


[ reaſon thereof you ſhall preſently haye. But 


firſt I will give you a clearer Inſtance thereof, 


by comparing it with another 47h. flat againſt 
ſharp crols-wite, that your own Ear may bet- 
ter judge what 1s, and what is not, Relation 


| Inharmonical. Example, 
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| Good, good. Bd. bad. 
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The firſt two Inſtances ſhew a Relation © 
F ſharp in the Baſs, againſt B flat in the Trebl, 


which begets the ſound of a Leffer 4th. andifi 


very good and uſuall in Compoſition. The 
other two Inſtances are F flat in the Baſs, 
againſt B ſharp in the Treble, which makes z 
Greater or Exceſſzve 4th. a very harſh Rel 
tion. And-here (by the way) you may ob- 
ſerve three different 4#4s. in Practical My. 
ſick. viz. 1. From F ſharp to B flat upward; 
2. From F flat to B flat ; and 3. From F fla 
to B ſbarp, thus exemplified. "I 


4+ a4 4 4 Zen 4 
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Leſſer 4th. Perfeft 4th, Greater 4h, 


| Asta the reaſon, why F ſharp againſt B fi 
doth not produce Relation Inharmonical, we 
are to conſider the proportion of its 7-ter- 
vall ; which (indeed) belongs rather to the 
Theory of Muſick ': for though the Ear it- 
forms a PraGical Compoſer , which ſounds 
are harſh or pleaſing ; it is the ſpeculative ' 
Part that conſiders the Reaſon-why fuch or 
ſuch Tnrtervalls make thoſe ſounds which 
Pleaſe or diſpleale the Ear. 


But we will reduce this buſineſs of the 


Leſſer 


— 
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Leſſer 4th. into Practice ; that thereby we 


may give a reaſon toa Practical Muſitian why 


| it falls not under Relation Inharmonical, To 


which purpoſe we will examine it according 
to our common Scale of Muſick ; and there 
we ſhall find it to confiſt of no more than 


four Sew7tores or Halt-Notes ; which is the 


very ſame number that makes a Dztoze -or 
Greater 3d. Example will render it more 
plain. | 


Leſſer qth.... | Greater 3d, _. | 
A SSESEES IEEE ES 
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. Now I ſuppoſe that no Practical Muſitian 
will ſay that the two Terms of a Greater 3d. - 
have any barſh relation one to the other; 
which granted, doth alſo exempt the other 
(being the like zterval) from Relation In- 
harmonica], though in appearance it bea 4th. 
and hath flat againſt ſharp ina croſs refleftion, 

By this you may perceive that diſtancesin 
the Scale, are not alwayes the ſame in ſound, 
which they ſeem to theiight.Toilluſtrate this 
a little further , we will add a Leſer'3d.to 


_ the former leſſer 4th. which in appearance will 


make a Leſſer 6th, for ſo the degrees in the 
Scale will exhibit it, in manner following. 
| But 
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- But this 6th. 1n ſight, is no more in ſound 
than a common 5t5, which we may demon- 
ſtrate by the Scale it ſelf : For, if we remove 
each Term a Semwitere lower ( which muſt 
needs keep them ſtill at the ſame diſtance) 
we ſhall find the 6th. changed into a 5#h. in 
ſightas well as ſound ; and the Leſſer 4th. like- 
wi changed into a Greater 3d, as you may 
ſee in this Example. | 
SEED And if we remove the 

L=={F*-t latter three Notes again , 
and ſet them a Semritoze higher by adding a 


ſharp to each Note thus 3 that ==) 
which in: the firtt Inſtance was Jzg%t-t 
D flat, is now become C ſharp; and likewiſe 
B flat now changed into A ſharp. ' | 
. This removing of the Concords a Semitore 
higher or lower, asalſo the changing them 
into Keys which have no affinity with the 
Cardinall Key upon which the Aire of the 
Muſick dependeth ; does many times cauſe | 
an Untunableneſs in the Concords, as though 
our Strings were out of Tune when we Play 
upon Inſtruments which have fixed Stops 
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or Frets : And: this alſo happens amongſt 
the Keys of Harpſecords, and Organs. ' The 
reaſon whereof, is, the inequallity. of Toxes 
and Serritones 4 either of them having their 
Major and: Minor ; which'our common Scale - 
doth not diſtinguiſh. And This has cauſed 


ſome to complain againſt the Scale it ſelf, as 


though it were defective, Concerning which 
I will preſume no further+ then the deliyer- 
ing of my own opinion; to which purpoſe, 


\ I muſtfirſt ſay ſorhething, 


3 8, Of the three Scales of Muſick. 
He three Scales are theſe. r. Scala.Dia- 
tonica. 2+. Scala Cromatica, 3. Scala En 

harmonica, The Diatonick, Scale, is that 

which riſes to a 5th. by three Tones and a 

Semitone ; and: from thence to the 8th. by 

two Toxes and one Semitone - which: Sexi- 

zone is denoted in both places by Fa.z-as I 

ſhewed'in the beginning of this Treatiſe, 


Example, 
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')'Fhis 38" inefſe@) the Old: Brecies + Scale, 
conf] {tmp of” four Tetrachords- or 4th,” exs 


tending to a double 0Fave 5: which Guide: |. 
Aretinys a'Monlk ' of ' St;\Bexedi&#s Order 
(about the year of our Lord 960.) changed F 
intothe form-in which it nowis3 ſetting this | 


Greek letter Gam at the bottom of it," To 


acknowledge from whence he trad it : And | 


This: (for its general uſe ) is now called the 
CotntnenScale of Muſick, ' © 


The Chromatick, Scale riſes to a 5th. bo | 


a Tone . and five Sexritones 5 and from 
therice Proceeds to': an 87h. by five Semitones 
mor We. WEL IE @ 2 a 


+ * . . @ <= - 
erty 2, Example. 


Some peckolis may find nl with this 
Example: of the Chroyratick Scale, as being 
not the uſual way of ſetting it down : but I 
thought jt the beſt Inſtance I .could give a, 

of 1t., 63-to its uſe in- Prattical Mu- 
fiek+4- kdiwhich its mixed writ 
the D7atorick Seale,that the b ffat and Wu} 

i $4 whic 


- 
— 


"Ofc \of -Diſcords, 99 
which formerly, þxlapged to.3 onely , have 
now got. the, names of the Chrawetich ligns, 
| by:;their frequent application to Notes in, all 
places of the Scale 3 and the Muftick which 
F moves much in Sermones OF Hzalf-Notes $; I5, 
cammonily called Ghrewatick, Mulick, And 
from hence it:is that an 0Fgue is:divided into 
I2-Stxethonesi,.;.'; - fe het 


Wu” 


| | , TheEnbermomick Scale tiſes gradually by 
FF D7eſes.or Quarter-Notes z of which 24 make' 
* upanO0@&ave.z.and.is.ſo far out of ule, that- 
we icaree know. how. to givean Example. of 
it, - Thoſe whe endevour it, do ſet it down. 
in this manaer,,. . {ok dn w AT 


I ed, LO 
> 


_ 4 . RED S 
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Burt, as to its -uſe.,, 1n Prafical Muſick, I 
am'yet toſeck;: : For Ido not conceive how 
a natural Voyce-cah aſcend or deſcend by 
ſuch Minute degrees, and hit them -right in 
Tune. Neither do I fee how. Syncopes or 
Bindings with: Diſcords ( which are the 
' chief ornaments: of Compoſition.) can be 
' performed: by Quarter-Notes. Or , 'how 
the Concords (by::them ): can be removed 
from Key to Key, —_ much'trouble and 
— 


. 


CONnN- 


100 A Compendiunvof Muſick. 
confuſion. - For theſe reaſons T- am ſlow-to | 
/ beleive that any good Muſick (eſpecially of | 
many Parts) can be compoſed by Quarter ÞF. 
_ » although' I hear ſome talk much 
OT 1t. bY | 
Onely one placethere is, where I conceive 
a Quarter-Note might ſerve in ſtead of a 
Semitone ; whichis, inthe Binding Cadence WW 
of the Greater 3d. and That, commonly, } 
is covered or drowned either by the Tril of Þ. 
the Voyce, or ſhake of the Finger. 
But ſome do fancy, that, as the Diatonich, Þ 
Scale is made more elegant by a"Mixture of F 
the Chromatick; io likewiſe 1t might be bet- F 
tered by help of the Exharmonick Scale, in F 
fuch places where thoſe little Diſſonances do } 
OCCUr. | 
I do not deny but that the ſlitting of the 
Keyes in Harpſecords and Organs 3 asallo the 
placing of a Middle Fret near the Top or Nut 
of a Viol or Theorbo, where the ſpace is wide 
may be uſeful in ſome caſes ,. for the ſweet- 
ning of ſuch Diſſonances: as-may happen in 
thole places : but Ido not conceiye that the 
Erharmonick Scale is therein concerned 5 
ſeeing thoſe Diſlonances are ſometimes more, 
ſometimes teſs, and ſeldom that any of them 
dohit preciſely the quarter of a Note. % | 
| ow, 


"of _ Diſcorde. ou 


Now, asto my opinion concerning our 
common Scale of Mulick z taking it with its 


4 mixture of the Chroimnctith ; I think it liesnot 


in the wit of man to frarne a better, as 
to all intents and purpoſes for Practical 
Muſick. And, as for thoſe little Diſlonances 
(for fo Ecall them for want of a better word 
to expreſs hens the fault i is not in the Scale, 
ole fie and 'deſign is no more than to 


pF . denote the "itacees of the Concords and 


Diſcords,” according to the Lines and Spaces 
of which it doth confiſt; ' and to ſhew by 
what degrees of Tones and Semitones a VOTee 
mal) riſe or fall. 

For in VocalMuſick thoſe Diſſonances are 
not t perceived. neither do' they occur in-In- 
firuments which have no F rets, as Violins 
and Wind Inſtruments, where the ſound 4s 
modulated by the touch of the Finger z 'but 
in ſuch onely as have fixed Stops or Frets; 


_ which; being placed and fitted' for the moſt 


uſual Keyes in; the Scale, ſeem out of ordey 
when we change to Keys leſs uſual 5 and that 


(asTfaid) doth'happen by reaſon of the'in- 


lity of Tones ahd: Serves; eſpeciall y of 

chelatter WEI s 
Concerning which I ſhall (with ſubmiſſion 

to obetter judgments) adventure - to deliver 


5 my 


f 
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parts and. ſtop. that pare. 


my own ſenſe and. PIIPHh And thongh 2 it 
belongs more: properly to 
Part of Malick ; yet ( happil x) a "Pratical | 
explication there may, give. ſome laxisf- 
Gion to a Practical Muſt tn hen he ſha te 


and underſjang; the Reaſon. . OY 


99. Of Gridtir and. [ii Seas 


Fac you muſt know, that. Sounds'\have 
their Proportions as well as Nymbers..! | 
"Thofe proportions may: he.explicared by a f 
line dividedi1nto 2; 3;. 4:15» Or: more. {equal - 
Parts. . We will-ſuppaſethatlineto. tbe. the 
String of a Late or /io/, Take'mhich $triog 
you pleaſe, ſoit. be es but theimalleſt is 
fitteſt for the; * enlarap & io 9 of 
Divide the ength of that Sorin, from. the 
Nutt:to the Bridge, into, #we ipqual:;parts 5 
{top it in the Middle, and ygh will hear;.the 
Squndof an#ave , if you compare it with 
the-Sound of the-open Grabs Therefore'is 
a Ciepaſon laid to be in nm_ Property x0 
i956 Fave. ; :;.111; 212 tas: 
;Next;, divide the String, into three equal 
next the; Nutt 
(which will be at the Fret (4) if righely 
placed /) compare, the Sound «thereof with 


the open I -and- in hear the diffe- 
rence 


tf 
| thirdering from the middle to the Bridge? 


the midd]eof that half makesanother0Fave z - 
and fo, every middle one'after another! ** 

We will now come a little nearer t6 vir 
buſineſs .of the ;Semrtones.' To which pur- 
poſe, we muſtdivide the-0Fave it ſelf 1hts 
equal: Parts? Firſt, inthe Middle 3 whieh 


wil: fall 'nponithe- fret f.} 'Examine the 


8omnd from { fÞ:tb 'f/» Þ{ which is 0Fude 
tothe open Stritig)) and por will find it to 


| be/a 516. \'Foy the other-half'which'is to- 


A” ' pc a + X as ; — "Fa. 
wards -the Nutt,-and.you will hear iti byt 
a:14th. {ron $2108 away boo3c3 230803 


i! Next, dividethat 5ch;vkichis fretiſ'f) 


_ to]. intotwp:equal Parts $ and'youn' 


find? That-half,- which rand, | 
to be a Greater 3d. and the otter half-r £ 
Nutt-ward, to be a Leſſer 3d. | 

| = 7 Then 


104 A Compendium of Muſick. 
Then divide'that Greater 3d. into two 
equal.parts, and:you will have:a Greater and 
a Leſſer, Tone... Laſtly , divide that Greater | 
Tone. ( which was that half.next the Briage ) W - 
into two equal Parts, and you bave a Greater | 
and. a Leſſer  Semitone 5 the Greater being 
alwayes that-balf: which is nearer .to- the 
Bridge. 1153 112, ID Eioct 
Y this you may perceive | that all our 
Muſical 7ytervals ariſe fromthe Diviſion .of a 
Line: or String -into equal Parts z-and'that * 
thoſe equal Parts;'do.ſtill produce unequal 
Sounds, And this:is the vety;Reaſon thatiwe 
have.Greater and Leſſer Semitenes. , \/ 
- ., Thereupon, isa Zoe, or whole Note (ab 
we: term It ),di ided intoi Nine Particles 
called Comm 5 -; i five of which are 
to the Greater Seavitoze 3 and;four to the Leſs, 
The.difference betwixt then is called ;Apo« 
tome, 'which ſignifies a, cutting off. Some 
Authors call the; Greater; Sexitore', Apo- 
zome;. That is { [:ſuppaſe 3): becauſe -it in- 
chides the odd Comma which makes that 
Apotozre., Thus you ſee a Tont: or Notedi- 
vided into. a Greater and.Lefſer. Half 3 hut; 
how,todivideit: Wfo.0 two. URI; I.ne> 
yer fee: determi G.' 
af + - T&S 1:$ - The 
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. - The famous: Kircher: in'his' Leatned and 


Elaborate' ' Aiwrſurgie Oniverſalis, pag.i:1@3: 
treating of:the Mathematick Part of 'Multek; 


S (which he-handles'more clearly atid largely 


than any Author: (I think) :that ever:3nrote 
upon that Slbjeft_) doth-ſhew . us'the Type 
of a Toxe cut in the middle by dividing the 


middle Comme into two. Schiſmes; ' But that 


Comma (being divided Arithmetically ) will 
have its Greater and a Leſſer half(as to Sound) 
26-well avany greater Twteroal (divided. 
-.. The neareſt Inſtance Þ'&in give you of 4 
Sound parted in *the middle ,: is an 0Gave: 


_ divided intoa Tritone; 'andl 'a Seniidiuptnte's 


either of >thetn/ conlifting (of fix SenFtores, 
as Iſhewed pae:87.and ye there is ſome little 
difference in their Rations or Habitades. * 

T will give you yet aclearer Inſtance, b 
which. you may ſee what-different -Sound: 
will ariſe, from one On a - Line or 
String into equal Parts, To which purpoſe, 
divide eat 57h. which is- from the Res 
[4] Fret, into two equal Parts, with a. pair 


of Compaſles; ( the middle whereof will 


hit upon {| a] Fret, if it be not placed. with 
ent; for the-reaſons' foremen- 


tioned; ) and you will find , that: the fame 
wideneſs of the Compaſs which divided tho 
it 5th, 


endinm of Muſick, 
yo. 3 m'the middle;; and fo made'a Greater 
porn wut x” the-ſame wideneſs: (I ay ., 

OS the Bridge, will; | 
ine the: FR oh place [þ] produce a: 4#h yin 5 
* themext place, a gon, in the next aftet 
_ at\'84h, —_ to hp __” B 


£39 } 
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4 uh6l «bio | or ED #31 7rd 
ha Sdcg. you:cannot ety hear 
or Sound. of that ;8th.-36. being near ithe | 
Brugge » >: take the wideneſs of tbe: $#h; from 


the-Nutt.to [+] and you will find: thatiths | 
| ime Wideneſs which makes a: 5#.,doth makes | 
WS» ens —_—_ after its _moging 
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neor it , doth ily 
3' ag ta} 
nearer tothe'Bridge i And, by 'Yhis oy 
hath been/ſhewed 51 fppoſe'y ou ſee-pot'on- 


- ly the Reafon, but Neceſlity, of Grogtor ghd 


Leſſer Sexitones,"''Our-went buſineſs 4s to 
«ora; Mts at £31 n fri 13 © | $8 . J 


if + 


hn0v1 Wibire theſe Greater ine Li 
_Semtones, ariſe i il the Seale of Wh 


His depends upbnthe! = 16, Re, 
*B "Sohg'is'ſt ; and'yi} botthe dV 
5H. "Into the Greate# Ne Leſſe fr 3h 


the Placing "of _thele3" Which" det 
whether the Key be <li or hers, as hath 


been ſhewed. We will ſuppoſe th the Key to 
be' in 6: | 

The Diatonich Scale hath only two'pla= 
ces in each Odave, in which a Semvtore 
takes place. One is in riſ ing to the 5th, 
The other in rifing from thence to the 
8th. And theſe two places are known 
by. the" 'Nare* fa; (as, fotmeily: Thewed. 
Theſe two? Sounds: denoted by 'e,are 


alwayes the Leſſer Semitove from that 


. degree which is next under them. So 


that 


"i 2 Compindigu if Mafck, 

that. from 4 to. B flet., isa Leſſer Semitone, 
and betwixt B flat and B ſbarp ( which makes 
the differcnce of the Laſer and Greater 3d.) 


is (or ought to be). alwayes the [Greater Se | 


avitone. - . The like may x. underſtood of the 


igher. fa. 


to the other Sawraad, as the more rational 
to my underſtand 

By this you fee where Greater and Leſſer 
Semitoxes take place. in the Didtonich Scale. 
We will now caſt. our Eye upon_ them as 
they riſe. in the Chromatick ; ; according to 


the Example I: gre ou of it... In which, | 


the Ereater an der Jalf-Notes do follow 

wer; ther ſucceſſively, as ſhall; be, here de- 
eas by two letters; ; L for Leſer, nd s for 
Greater. | 


Example, 


| Now, if we ſhould remove this;Example 
a 


I know that ſome, Authors do place the 
Greater Sexitone from A toB fiat, and the 
Leſſer betwixt B flat and B ſharp; but Tadhere 


—_ MHwuiokws XA PF 


Uſe of Diſcords., 10g 


a Semitone higher or lower 3 the Leſſer 
Semitones would fall in the places of the 
| Greater; and contrarily , the Greater in the 
" | places of the Zeſer - which tranſpoſition, 
$ is the chicf. cauſe of thoſe little Diſſonan- 
F ces, which occaſion'd this diſcourſe. 
Your beſt way to avoid them, is, to ſet 
your Muſick in the ufual and moſt natural 
Keys of the. Scale, Fu 
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FOURTH PART. 


TEACHING 


The Form of F igurate Deſcant. 


— 


2 1.W hat is meant by Figurate Deſcant. 


Teurate Deſcant is that wherein Diſcords 


are concerned as well as Concords, And, 
as we termed Plain Deſcant (in which was 


taught the uſe of the Concords ) The 


Ground-work or Grammar of Mufieal Com- 


polition , ſo may we. as properly nominate 
This, 


E, » 
- >. 4 


 - } 


' © Figurate Deſcant. IT1 
This, the Ornament: or 'Rhetorical ;part:.of 
Muſick, -For,-in This are introduced all-che 
' F vyaricties. of Points, .Fuges ,' Syncope's of 
& ZHindings , Diverſities-'of: Meaſures; Inter 
| Bf mixtures of difeording Soutdsy' or whar! 
 B Art and Fan6y can exhibit 3 which, as diffe- 
' Þ rent Flowers and: Figures, do ſet forth and 
| F} adorn the Compoſition's whence it 15 nampd 
| Þ Melothefia floride vel fignrato, Florid or Figns 
 F rate Deſcant. 41055 


42. Of the Greek Moods, end Latin 


S Tones. 


FT TDEfore we treat of Figurate Deſcant”T 
 } Juſt not omit to ſay fomething ern- 
Jing the Moods or Tones. Not fo much, for 
ity great uſe we have of them, as tolet you 
know what is'meanit by thenr ; and that I may 
bot appear ſingular 3 for you ſhall” ſcarce 
Fneet with any Author that has writ of Mu- 
lick, but you will read ſomething concerning 


+ The Moods. we mention'd' in the firſt 
Part of this Treatiſe., were'in reference to 
Notes, and! Meaſure of Time. Theſe are 
ancerning Tube, Pa 
"That which the Grer7475 called Mode or 


Ls 


{ ns [termed Tone" or 'Trinie: 
ei deſign of: either was, to ſhaw-in what 
Key a Song wagkien, and which Keys had 
afinity one with! hothewr:i; 'The Gretks di. 
ſtingwmſhed their Moods by the james of their| 
Provinces: : as Dorick , Lidtan, Jonick,, Phri- 
gia, &c. The Latins reduced theirs , to 
eight Plain-ſong Tunes 3 and-thoſe were ſet 
inthe Teror.; fo called, becauſe it! was the 
Holding Part to which they did apply their 
Deſcant. 
_ ;Theſe Plain-ſongs did ſeldome exceed the 
Compals of" fix Notes or degrees of Sound : 
and therefore were Ut and Ke (as I ſuppoſe) 
Ae Hs to the two loweſt, that each degree 
have a ſeveral appellation : otherwiſe, 
four: names,as now we uſe,viz.:Mi, Fa,Soi,La, 
had, been both more eaſie, and,more ſuitable 
to the ancient Scale,which conſiſted of Tetras 
chords or 4ths. two of which made up theſ 
Compaſs of an 0& ave. | 
From theſe fix Notes , Vt, "Re, Mi, Fa, 
ok La, did ariſe _ properties of Si 
ing; which they, named -B @warre, B Mole, 
and Proeperchant or. Naturell,:. .B @narre, was 
when they Sung. 44 in.3 3. that: jCliff being | 
_ then made of a Square form thus F+- and ſet 


at the beginning of the Lines, as; we wy 
&t 


Ss a -a = -A pp (am mp VN .w» tnuk 


Lens 


> > ©, = H|t 
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ſet ſome one of the other three C/ifs. B Mole 
| was when they ſung fa in B. Proper: hart was 
when their Vt was applyed to C ; fo, that 
{| their fix Notes did not reach ſo high asto 
touch 5 either flat or ſharp. But in our Mo- . 
dern Muſick, we acknov/ledge no ſuch thing 
as Properchant 5 every Song Þeing , of its 
{ own nature, either f/at or ſharp - and that, 
e$ determin'd (not by 5's fiat or ſharp, but) by 
ir the Greater or Leſſer 3d. being joyned next 
FJ to the Key in which any Song 1s ſet. _ 
FF Theſe Moods or Tones had yet another 
diſtinftion 3 and that was, Anthertick, or 
Plagal. This depended upon the dividing of 
"the 0Fave into its 5th. and 4th, Authentick: 
' was when the 57h. ſtood in the lower place, 
according to the Harmonical diviſion of an 
O&ave, Plzgal , was when the 5th. poſleſt 
the upper place,. according to the Arithme- 
tical divilion thereof. 


Example, 
 Authentich, Plagall. 
EE = = EEE 
 Hurmonical. Arithmetiical, 


Many Volumes have been wrote about 
theſe Moods or Tones , cuncerning their 
uſe, 


114 A Compendium of Muſick, 
uſe, their number, nature and affinity one 
with another ; and yet the buſineſs left im- 
perfe& or obſcure, as to any certain Rule for 
regulating the Key and Air of the Muſick, 
ttough onegof the greateſt concernments of 
Mufical Compoſition, 

Mr. Morley ( upon this Subject ) in his 
Introdufion to Muſick, pag, 147. his Scholar 


making this Quzrie, Have you no general Rule 
to be grven for an inſtru@ion for keeping of the. 
Key £ anſwers No; for it muſt proceed only 


of the judgment of the Compoſer ; yet (laith he) 


the Churchmen for keeping of their Keys have 


diviſed certain Notes commonly called the eight 


Tunes, &c. of which he only gives Examples, I 


aid ſo leaves the buſineſs. And no marvail 
they could give no certain Rule, fo long as 


they took their ſight from the Terorzin which 


cafe it muſt of neceſſity be left to the judg- 
ment of the Compoſer or Singer of Deſcant, 
what Baſs he will apply unto it. But , ac- 
cording to the Method formerly deliver'd in 
this Treatiſe,, where we make the Baſs the 
foundation of the Harmony ,-upon which 
the Key ſolely depends , as alſo the other 
Keys which have affinity therewith, the bu- 


fnelſs is reduced to & certainty of Rule, both' 


plain and caſte; (ſee pag. 43+ Concerning the 
| Key 


new a ian amv om}. ca. cr... 


| {werable tO 2-7 athentick, | Plagall. 


 Figurate Deſcant. I15 
Key or Tone. ) And though in Figurate 
Deſcant we often have occaſion to apply 
under-Notes to an upper Part , as you will 
ſee hereafter , yet the whole conduct oF the 
Compoſition,as to the Key and middle Cloſes 
thereto belonging , is the: very ſame, and 
therefore to be obſerved, according to wha 
we there delivered. 23 T- 
I give you this brief account ofthe Moods 
and Tones, that you might not be wholly 
__— of any thing that belongs to 'Mu- 
ick : To which purpoſe I have contrived 
this little Table ; collected out of ſuch: Au- 
thors as number 12 Tones or Tunes anſwe- 


the Grecian|D TDorick © 2 Hypo-Dorick 
Moods ; toſE| 3|Phrygian | 4|Hypo-Phrygian 
wit, fix Au- G {5 oo 4 : ay jd; 
bentici REN RIA JP9-4173X01yara 
—_— Ge A 4 46” Hl to Hypo-e/Eolian 
IXZ 484% Ic i [[onick, [1 2] Hypo-lonick, 


The firſt Column.ſhews the Keys in the 
Scale of Mufick to which thoſe Tones and 
Moods are afligned. The ſecond expreſles 
the order of the Authentick Tones ; known 
by their odd Numbers; as I. 3. 5, &c. The 
third Column contains the names of the Gre- 
can Anthentick, Moods. The fourth on 
F.! 3 tne 


——_— 


| l 
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the Plaga] Tones 3 known alwayes by their 
even numbers; as 2, 4. 6, &c. The laſt or 
fifth Column contains thqmames of the Gre- 
cian Plagal Maods 5 diſtinggiſhed by the par- 
ticle Hypo. ,  -W Ge: + 

Where yow;may obſer: 
exempt from having any"Tc 
aſligned to it ; becauſe F fa, doth make an 
Imperfe& 5th, thereto. Howbeit, B fa, is 


become a Key or Tone now much in uſe, | 


eſpecially in Muſick compoſed for Inſtru- F 


ments, 

But , whereas we read ſuch ſtrange and 
marvellous things of the various affections 
and different efiets of the Grecian Moods 
we may very Wobably conjecture that 1t 
proceeded chiefly from their having Moods 
of different meaſure joyned with them 3 
which, we find by experience; doth make 
that vaſt difference betwixt Light and Grave 
Mutick ; though both ſet in the ſame Key,and 
conſequently the ſame Mood or Tone. 


2 3. Of Figurate Muſuk in general. . 
Þ gore Deſcant (as I told-you) 1s that 
wherein Diſcoris are concerned as well 
(though not ſo much ) as Concords. . You 
have already been taught the uſe of both 
10 
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in Compoſition ; and Theſe are the Two 
Materials which muſt ſerve you for the rati- 
ſing of all Structuggs in Figurate Muſick. 

To give = fdodels at large, of all thoſe 


ſeveral Structures; were to write a great vo- 


| lume, nota Compendium. Tt will be ſuff- 


cient thatT let you'ſee the Form of Figurate 
Deſcant ; and that I give you ſome ſhort 
Examples of ſuch things as are of moſt con- 


g cernment; with Inſtructions (fo near as I can) 


for their contrivance, We will begin with 
ſetting a Baſs to a 1reble, as we formerly did 
with making a Treble to a Baſ-. 


| $4. How to ſet a Balgyo a Treble. 


N this you muſt reckon your Concords 
from.the Treble downward, as in the other 
you did from the Baſs upward. Which is 
ut the ſame thing in effect 3 for, a 3d. 5th. 
6th. and 8th, are {till the fame, whether you 
reckon them upward or downward. 

But, whereas in plain Connterpoirt, I did 
order the Baſs to move on, for the 
moſt part, by leapsofa 3, 4, 5, &c. (which 
indeed, is the molt proper movement of the 


' Baſs 1n that kind of Compoſition ; ) here - 


you muſt know, that, in Pre Deſcant, 
thoſe leaps are frequently changed or 
| I 3 brokes 


1138 A Compendium of Muſick, 
broken into degrees 3 as you may eaſily 
conceive by this Example, 


T 


SEEEH LEE 


And therefore it is left to your liberty to 
uſe either the one or the other as occaſion 
ſhall require. Only take notice that if (in 
theſe Breakings) the Parts do aſcend or de- 
ſcend together by degrees, it mult be either 
in 34s. or 6ths. .]Jf they move contrary by 
degrees, (that is, one riſing, the other fall- 
ing:). you have liberty to paſs through Diſ- 
cords as well as Concords,according to what 
I ſhewed of Diſcords Note againſt Note. For 
the reſt I refer you to the Principles former- 
ly delivered in Compoſition of two Parts. 
And it your Treble do chance to hold out any 
long Note, you may let the Baſs, during the 
time, paſs on from one Iwperfe# Concord to 
another; as froma 3d. to a 6th, or the con- 


as 
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trary. The like may be underſtood of the | 


Treble, when the Bajs holds out a Note. 


"__ Example, 
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E xample. 


== 


== = 


OT ny HEE 


HE SEEESS 


Alſo , your Compoſition will be more 
neat, if you can uſe ſome formality in your 
Baſs , by imitating and anſwering the Notes 
of the Treble in ſuch places as will ad- 
mit 1t. 

We will now ſuppoſe a Treble made by 
ſome other perſon, as, indeed , this ws. 
which I am abour to Prick down (made by 
a Perſon of Quality) and given to have a 
Baſs ſet to It. 


I 4 E Xam| ie, 
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Example of a ws made toa Treble. 
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Here you ſee the Baſs ſtill anſwering and 
imitating the Treb/e (ſo near as the Rules of 
Compoſition do permit ) ſometimes in the 
CGave, as you ſee in moſt Part of the firſt 
Strain : and ſometimes in other diſtances, as 
you may obſerve in the beginning of the 
ſecond ſtrain : but ſtill keeping cloſe to the 
Rules of Compoſition, which muſt be chiefly 
obſerved. This isas much as IT think necetlary 


for ſetting a Baſs to a treble, 


And by this you may perceive how diffe- 
rent the Form and Movement of the Parts in 
Figurate Deſcant , is from that of plain 
Connterpoint : For, in That, the natural 
paſſage of the Treble 1s, for the moſt part by 
Degrees. In This, you may uſe what Leaps 
you pleaſe, ſothey be airy and formal]. 


$5. How Parts paſs through one ano- 


ther. | 


Gain, in Connterj0int,each part does or- 
dinarily move within its own Sphere. 

In Figurate Deſcunt, the Parts do frequently 
m1x and paſs through one another:Inſumuch, 
that if there be two Treb/es, you ſhall have 
ſometimes This, ſometimes That , above or 
below, as you {ee inthe following Inſtances. 


The 


A 4 Compenin of Muſ A 
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The like may be underſtood of the Inner 
Parts, or of the Baſſes, when the Compoſition 


is deligned for two. Howbeit the higheſt 


Part for the time being 1s ſtill to be account- 
ed the Treble - and the loweſt Part , what- 
ever it be, 1s (during that time) the Baſs to 
all the Parts that ſtand above it. 

Laſtly, whereas in Connterpoint I com- 
mended unto you the joyning of your upper 
Parts fo cloſe together, that no other Part 
could be put in amongſt them : in Figurate 
Mulick (eſpecially for Inſtruments) that Rule 
Is not fo ſtrictly obſerved ; but each Part 
doth commonly move according to the 
Compaſs of the Voyce or Inſtrument for 
which it is intended. But the Principles of 
Compoſition, as the chooling, ordering and 


placing of the Concords, are the very ſame 


we dclivered in plain Conrnterpoint - that 1s 
to 


Ito ſay, In two or three-Parts you are to avoid 
--# [8ths. except in ſach places as there men- 
[tioned : In four or more Parts you are to 
(diſpoſe thoſe Parts into ſeveral Concords, as 
-Fmuch as you can with convenience. 

[3 6, Concerning the Conſecution of 4ths. 
# and 5 ths. 7 

| Hree Parts cannot aſcend or deſcend by 
degrees together , but there will be a 
TYConſecution of fo many 4ths. betwixt ſome 
ON Ftwo of the upper Parts. And if we tranfpoſe 
lt Jthoſe two Parts , by placing the loweran 
t JoZave higher, or ſetting the higher an 
tt Jo#ave lower,thoſe 4ths. will be changed into 
0 I 5ths.as you ſee intheſe following Inſtances. 


Example. 


Three 5ts berwixt 
tbe Alt and Tenor. | the Treble and Tewor. 


F 1 — - - =o}. co ox ene af ern 
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The queſtion now, is, whether theſe three|_.. 
.gths. being of different kinds, be not allow-fy-: 
ablein Compoſition. If they be allowed;z” 
there is leſs doubt to be made of the 4th: 
Here is no Confſecution of Perfe&s of the E 
ſame kind, for the middle 5th. 1s Imperfe@J* 
Neither is there any harſhneſs offered to the 
Ear, ſo near asI canperceive. And though} 
our preciſe Compoſers of former times did 
not allow a Perfect and Imperfed 5th. to fol-i} .. 
low imediately one the other , yet later all 
Authors as well Writers as Compoſers , do the 
both uſe and approve it. Sce Kircher, in his 
Muſurgia Oniverſalis , pag. 621. De licentia of 
duarum Duintarum ; where he cites Hieronisf - 

ms Kapſpergera very excellent Author,ufing Ne 
two 5ths, one after another, in divers places 
of a Madrigal,with much Art and Elegancy 

and in the very beginning of the ſame, makes 

no ſcruple of ſetting four 5ths. Perfe@ and 

Imperfe& one after another. The Example 1s 

the next which follows. | 


As 
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As for my own opinion, I do not only | 
g:low the Conſecution of two 5ths. one of 
them being 7-zperfed? , but (being rightly 
aken ) eſteem it amongſt the Elegances of 
of Figurate Deſcant. : 
. ThisI ſpeak ſuppoſing them to be in ſhort 
Notes. But if the Notes be long, as Semi- 
breves, and ſometimes alſo Minims ; I ſhould” 
then rather chooſe to have the Perfed? 5th.to 
hold on, till the other Fart remove to a.6th. 
before it change to an Imperfed 5th, 


As for Example: 
Not thus , but thus , ar thus, 
EEE 
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__ = o— _—_ — — — ——_ a | fo 
FESERTSDICRES CER 
"O98 TRL aCRURE © FMS ona) TRI TT oo 7 W 9 7 1 
en] ne 0 _—_ —__ _ 4 lhe mo nn wh ces 


126 A Compendium of Muſick. 


d 7. Conſecution of 3ds. and 6ths. : 
Wo Grealer 34s. can hardly follow ong 


the other, without Relatioz Inharmoni E 
cal ; yet in riling by _ coa Binding 
Cadence they are al- _ 
lowable, as thus. i | 

In which an Inner " bat 
Part will properly _ + 5 
come 1n, as you ſee 1n - | | If c 
the Example. | "APY i | 


And,by this you may __. / 6'5 'E 
perceive that Relation = i ke== 
Inharmonical is ſome EDD 
times diſpenſed with ; which muſt be refer 
xed (next after the Ear) to the judgment 
of the Compoſer. 

Two Leſer 3ds. may follow one another 
in degrees, as thus 


== T=E=Sf But in leaps 5 
they will not 
_— 2. G10 well 
WE=== EDS! 


Greater 6ths are anſwerable-to leſſer 2d, | 
and therefore may follow one _ you | 
_ may ſee next following. 


> 


TEES: Leſſer 6ths. are like 
<==F==Þ in nature.. to Greater 
3ds. and therefore the 


1 f- Fj=+&t5-# Conſecution of them is 


m——— LIL ZREY - lable to Relation In- 
| harmonical. 
Thus you havea ſhort accompt how 34s. 


Wand 6#4s. may follow one another when they 
are of the ſame kind. As for their change 


from Greater to Leſer or the contrary, it is 
ſo natural , that you cannot aſcend or de- 


Iicend, either in3ds. or 6ths. but it muſt be 
by a frequent changing from the Leſſer to 


the Greater , or from the Greater to the 
Loſer. 
Now, as to their Paſſage into other Con- 


cords 3 the moſt natural is commonly that 


which may be done with the leaſt remove. 
Hence it 1s obferved , that the Lefer 6th. 

paſles more naturally into a 5th, and the 

Greater 6th, into an 8th, as youſhall ſeejn 


the following Inſtances. 


Leſſer 
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Ca1ence of the Greater 6th. 
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Theſe little removes by a Tore or Semi-f® 
fone , do connedt or make ſmooth the Aire 
of the Muſick, in paſting from Concord to 
Concord ; which,by greater removes, would| 
often ſeem disjoynted. 
 T will now ſpeak of a Fuge; which is the 
prime Flower in Figurate Deſcant. 


3 8. Of Fuga or Fave. 


Ris is ſome Point, (as we term it in Mu: 
fick ) conliſting of 4, 5, 6, or any other 
number of Notes ; begun by ſome one ſingle 
Part, and then ſeconded by a following]. 
Part, repeating the ſame, or ſuch like 
Nates ; ſometimes in the 'UriJer or OGave , 


but 
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but more commonly, and better, ina 4#h.or 
5th. above, or below the Leading Part. 

Next comes in a Third Part, ' repeating 
the ſame Notes, commonly in an 0&ave or 
Uniſon to the Leading Part. 

Then follows the Fourth Part, in reſem- 
blance bo the ſecond. 4 

The Fifth, and Sixth Parts (if the Com- 
poſition confift of ſo many ) do follow or 
come in after the ſame manner, one after the 
other ; the leading Parts ſtill flying before 
thoſe that follow; and from thence it 


-/;. hath its name* Fuga or Fuge. © The Form 
ire[@f it you have 1n the follawing Example. 


to 
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F- Example of a Fuge. 
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Here you may obſerve, that though the 
leading Part begins with an even Note, yet 
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.any following Part may come in uponan odd 
: Note, -with an odd Reſt before it, when the 
Fuge doth require it, or permit 1t. 


Likewiſetake notice that you are not fo 


{ ſtrictly obliged to- imitate the Notes of the 


\leading Part, but that you may uſe a longer 
' Note in ſtead of a ſhorter, or the contrary, 


$ when occaſion ſhall require. . Alſo, you may 
I riſe or falla 4th. or 5h. either 4n ſtead of 


other; which 1s oftentimes requiſite for 
better maintaining the Air of the Muſick. 


2 9 Of Arfin and Theſin. 


 C'Ometimes the Point is Inverted,or moves. 
 AJper Arſix and Thefin (as they phraſe itz) 
- that is, where the Point riſes in one Part, it 
-fallsin another, and likewiſe the contrary 
© which producesa pleaſing variety : A Figure 
_ of it you may fee in this Inſtance of the 


- former Point. 


An Example of it you have in that which 
_ follows. K : Example. 


Wh 


£ 


- 


Arſits _ _Theſmn, 


þ 
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Example of a F ge per Arſin & Thefin. 
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Thus you fee the Pot per Ariz &- Ih 
fir, tonear as I could contrive it in fo fy 
an Example : only in.the 7th. Bar, the Tedi 
doth nct: pre ciſely expreſs the Point 3 wil 
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I note unto you.as being better (of thextwo ) 
to injure the Point, than the Aire of the 
S Muſick; the deſign of a Compoſer being to 
pleaſe the Ear rather than to fatisfie the 
EEve. Here the Point was expreſt both wayes 
F.in cach Part ; but it is left to your liberty 
] whetber you will have one Part maintain the 
$M Point per 4 rſ1n, another per Thefin, or what 
J other way you ſhall think fit to mix them 
4 <very man being Maſter of his own fancy, 
W. Sometimes the Point is Reverted, or turn- 
= cd backward thus ; 


— 
w_—_— — 


Arſre . Reverted, 


But then it muſt be 
ſuch a Point as 
hath noPrick-note 
in it ; becauſe the 


1 £ +  Prick will ftand 
"] 5Ea3Hs F4IÞ5# upon - the wrong 
SHE} fide of the Note 
= Thefn Reveried. When the Point 1s 

reverted. 7 


\* © Þþ 10. Of Double Fuges. (- 
| ms the Muſick begins with two'or 
"17 x; Jmore different points, which the Parts do 
0 interchange by turns, in fuch manner as they 
o'did in the late Inverted Fuge per Arſin & 
Wh Theſire > An Example whereof you have as 
follows. K3 E x- 
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E xample of two Points png: together 74 Sug 
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By theſe Examples you ſee what a Fuge 
is. I will now lead'you towards the forming 
thereof; as Children are led when they learn 
to go. 


"P 11, How to form a F uge. 


Aving made choice . of ſuch Notes as 

you think fit for your Point , Prick 

oo down in that Part which you deft Ion to 
begin the Fuge. 

That done, conſider which Part you Will 


.. have to follow next 3 and whether in a ath. 


or 5th. above or below the leading Part. 
Perhaps the latter end of the Fuge Notes 
which you have Prickt down, may. agree 
therewith. Tf not, you may add ſuch other 


Notes as may : aptly meet the following Part 


at 1ts coming 1n. 
Next, prick down the Fuge-Notes of that 


following Part z.and add what other Notes 


may be requilite for meeting of the third 


| Part, which (properly) will come in upon 


the 0Jave to the beginning: of the leading 
Part. 

Then carry on the third Part, by adding - 
ſuch Notes as may meet. the beginning of 
the fourth Part,as it comes in upon an O#ave 


ro the beginng of the ſecond Part. And, if 


K 4 you 
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yau rightly conceive my words and mean-| þ 
ing,your Scheme will appear like this which | a 
follows, according to the firſt Platform of | { 
our firſt Example of a fingle Fxge. 


Example of the firſt Platform of a F a 
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{1 
Having done this, you may fill up the | © 
empty places with ſuch Concords and Bind-. S 
ings as you think fitteſt for carrying on your | H 
Compolition'z until you repeat the Fuge, 10 
one of thoſe Parts that-begun 1t 3 which may | 4 
be done either in the ſame, or.in any other | #1 
Key that will beſt maintain the Aire of the Þ 
Mulick. And this repeating or renewing, of | tl 
the Fuge or point, ſeems alwayes more grace- d 
ful when it comes in after ſome Pavſe or Het : 


by 
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by which means more notice is taken of it ; 
as of a man that begins to ſpeak again, after 


| ſome little time of flilence, 


The ſame method 1 have ſhewed in four 
Parts, may alſo ſerve you whether the Parts 
be more or fewer. 


 $ 12: Of Muſeck Compoſed for Voices. 
TFT" He ever renowned Deſcartes , in the 
beginning of his Comperainm of Muſeck, 
in{inuates, that , of all Sounds the Voyce of 
man 1s moſt grateful ; becauſp it holds the 


greateſt conformity to our Spirits. And (no 
doubt) it is the beft of Mufick ; if compoſed 


| and expreſled in Perfef707. 


More certain it is, that of all Muſick, That 


cught to have the precedence which is de- 


henedto ing and'found forth the Praiſe and 


| Glory of the. Incomprehenſible Sourle , 


Soul, Eſſence and Juthoz of all created 
Harmony. 

To this intent , Maſſes, Eymms , Pſalms, 
Arntoemrs, FVerſicles, Reſponſaries, Motets, &C. 
are ſet and Sung in Muſick : of which . no 
man 1s ignorant that hath frequented either 
the Churches beyond Sea , or the Cathe- 
drals in Exglend, T5 | 


. Of 
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Of theſe forementioned ,, ſome are com- 
poſed in Plain Counterpoint 3 others in Fi- 
gurate Deſcant, with Points, Fuges, Syn- 
cope's, Mixtures of Diſcords, &*c. according 
to what we have ſhewed and taught in this 

reſent Treatiſe. | 

In this divine uſe and application, Muſick 
may challenge a preheminence above all the 
other Mathematiek Sciences ; as being imme- 
diately imployed in the higheſt and nobleſt 
office that can, be perform'd by Men 'orf 
Angels. | | 

Neither . 1n 1ts civil uſe, doth it ſeem 
inferior to any of the reſt, either for Art, 
Excellency or Intricacy, | 

Whether we conlider it in its Theory or 
' Mathematick part, which contemplates the 
Aﬀe@ions ,, Rations, - and Proportions of 
Sounds, with all their nice and curious con- 
cernments. 

Or in its Pra&ck part, which deſigns, con- 
trives, and diſpoles thoſe Sounds into fo 
many ſtrange ana {tupendious varieties; and | 
all, from the conſequence of no more than 
three Concords , and ſome. intervening 
Diſcords. 

Or in its Ave, or /echanick part, which 
 Midwifes and brings forth thoſe Sounds ; | 

7 | Elther 
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n- | either by: the excellent Modulation of the |: 

1-] Voice, or by the exquifite dexterity of the - * 

n-] -Hand upon ſome Inſtrument 3 and thereby 

ng preſents them to our Ear and Underſtand- 

uy ing ; making ſuch Impreſſions upon ' our 

Minds and Spirits, as produce thoſe ſtrange 

ck} and admirable'effets, recorded in Hiſtory 

he and known by experience. 

E- Any one of which three Parts of Muſick, 

2 confider'd in its ſelf, is a moſt excellent Art 

or} or Science. But this is a Subject might be-' 

come a better Orator. | | 

mj Of Vocal Muſick made for the ſolace and 

tf civildelight of man ,. there are many diffe- 

. rent kinds ; a$ namely, 17adrigals, in which 

or} Fuges and all other Flowers of Figurate 

he | Mulick are moſt frequent. 

of Of theſe you may ſce many Sets, of 34,5, 

n-| ands Parts, publiſhed both by Ezgſi/þ and 
 Ttalian Authors. Next,the Dramatick or Re- 

N- | citative Muſick ; which (as yet) is ſomething 

lf a ſtranger to us here in England, Then, Can- 

d | ſonets, Vilanella's, Airs of all ſorts; or what 

in| elfe Poetry, hath contrived to be ſet and 

g | Sung in Muſick. Laſtly, Canons and Catches, 

| (of which we ſhall ſpeakhereafter) are com- 

h | © monly ſet to-words : The firſt, to ſuch as 

be grave and ſerious : The latter, to words 


deſigned 


Ld 


— 
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* deſigned for Mirth and Recreation. Of theſe 

- you may have Examples ſufficient in a Book 
of Catches fold by Mr. John Playferd , in the 

Inner Temple. Pais --- | 2: BH 


$ 13.0f accommodating Notes to Words. | 
Hen .you compoſe | Mufick to | 

 V Words,your chief endevour muſt 
be, that your Notes do aptly expreſs the | 


ſenſe and humour of them. If they be-grave 
and ſerious, let your Muſick be ſuch alſo. : 


If Light, Pleaſant, or Lively, your Muſick 
likewiſe muſt be ſuitable to them. . Any 
paſlionof Love, Sorrow, Anguiſh, and the 


like, is aptly expreſt by Chr#matick Notes 


and Bindings. Anger,Courage, Revenge,e*c, 
require a more {trenuous and ſtirring move- | 


ment. Cruel, Bitter, Harfh, may be expreſt 

with a Diſcord 5 which , nevertheleſs muſt 
be brought off according to the Rules of 
Compoſition. High, Above, Heaven, Af- 
cend ; as likewiſe their. contraries, Low, 
Deep, Down, Hell, Deſcend, may be ex- 
prefled by the Example of the Hand ; which 


points upward. when we ſpeak of the one; 


and downward when we mention the 
other 5 the contrary to which would be 


ablurd. 
x You 


mw, Aw cc 4057, =,57 
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 Youmuſt alſo have a reſpeGt to the Points 
of your Ditty; not uſing any remarkable 
Paxſe or Reſt, untill the words come to a full 
point or period. Neither may any Reſt , 


| how ſhort ſoever,be interpoſed inthe middle 


ofa word ;\But a ſigh or ſobb is properly 


intimated by a Crochet or Qxaver Refs. 


Laſtly, you: ought not to apply ſeveral 


} Notes, nor (indeed) any long Note,'to'a 


ſhort Syllable, nor a ſhort Note to a Syllable 
that is long. Neither do 1 fancy the ſetting 
of many Notes to any one Syllable, (thongh 


4 wuch in faſhion in former times; ) but'l 
| would have your Muſick to be ſuch, that the 


words may be plainly underſtood. 


| $ 14-Of Muſick defign'd for Jaftruments. 


| E muſt now ſpeak a little more of 

Muſick made for Inſtruments; in which, 

Points , Fuges, and all other Figures of 

'Deſcantare in no leſs (if not in more) uſe 
than in Vocal Muſick, 

Of this kind, the chiefand moſt excellent, 

for Art and Contrivance, are Fancies, of 


| 6, 5, 4, and 3 parts, intended commonly for 


Viols. In this fort of Muſick the Compoſer 
(being not limitted to words) doth imploy 


all his Art and Invention-folely about the 
bringing 


"IRS as 5 La 
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bringing inand carrying on'of theſe: Fuges, 
according to the Order and Method former- 
ly-thewedsns ifs 2h hs 3 

When:;he hastrhed all the ſeveral wayes 
which he' thinks fit. to be uſed- therein 3-hej 
takes ſome other point , and;;does the like 
with it :. or elſe; for variety , introduces | 
ſome Chromatick Notes, with: Bindings and 
Jntermixtures of Diſcords ; or , falls into. 
ſome lighter Humour like a Madrigal, or 
what elſe his own fancy ſhall lead him to. : 
but {till concluding with ſomething which 
hath 'Art and excellency init, __ | 

Of this ſort you may ſee many Compo- 
{itions made heretofore in England by A4!- 
fonſo Feraboſco, Coperario, Lupo, White, Ward, 
Mico, Dr. Colamn, and many more now de-J 
ceaſed. Alſo by Mr. Jezkzrs, Mr. Lock, and. 
divers .other. excellent men. Doctors and 
Bachelors in Muſick. yet living, 

- This kind of Mulick(the more is the pity) 
is now much neglected , by \realon of the 
ſcarcity of Auditors that underſtand it : their | 
Fars being better acquainted and morc 
delighted-with light and airy Mulick. | 

The next 1n dignity after a Fancy, is a Pa- 

vaz 5 which ſome derive from Padra in tals; | 
At fir{t- ordamed for a grave and ſtately 
| manner | 


vv ea Scoeocrctyry 


mo 
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manner of Dancing ( as moſt Inſtrumental 
iyluficks were in their feveral kinds ,- Fancies 


.| and Symphonies excepted): but now grown 


up to a height of Compoſition made only to 


| delight the Ear. 


A Pavan,” (beitof 2, 3, 4, 5, Or 6 Parts) 


doth commonly conſiſt of three Strains; each 


2d J Strain to be play'd twice over. Now ,: as to 


j any peece of Muſick that confiſts of Strains, 
take theſe following obſervations. 


All Muſick concludes in the Key of his 
Compoſition ; which is known by the Baſs 
as hath been ſhewn. This Key hath alwayes 
other Keys proper to it for middle Cloles. 
( {ce pag. 45.) It your-Pavarn (or what elle) 


{| be of three Strains 5 the firſt Strain may end 
- In the Key of the Compoſition, as the laſt 
doth -: but the middle Strain muſt alwayes 


end in the Key of a middle Cloſe. 
Sometimes the firſt Strain does-end jn a 


-middle Cloſe ; and then the middle Strain 


f muſt end in ſome other middle Cloſesfor two 


Strains following immediately one another 
oughtnot to end in the ſame Key. Therefore 
when there are but two Strains, let the firſt 
end ina middle Cloſe that both Strains may 
not end alike. fy | 
I doconfels I have been guilty my ſelf of 
thus 
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this particular fault ( by the Example of 


others) in ſome things which -I compoſed 


long ſince ; but I willingly acknowledge my | a: 


my error, that others may avoid it. 


Next in courſe after a Pavar follows a Þ 


Galtard , conlifting ' ſometimes of two and 


ſometimes of three Strains. Concerning their | 
Endings, I refer you to what was laft ſaid of FF 
a Pavan, This, (according to its name) is Þ 
ofa lofty and frolick movement. The Mea- þ 
ſure of it, alwayes a Tr:pla, of three 1inims Þ 


toa Time. | 
An Almane (ſocalled from: the Country 
whence it came, as the former from Ga//a) 


is alwayes ſetin Common Time like a Pavay ; 
but ofa quicker and more airy movement. It Þ 
commonly hath but two Strains, and there- | 
fore the firſt ought to.end in a middle Key. J# 
In theſe,and other airy Muſicks of Strains, -Þs 


' whichnow paſs under the common name of 
Aires, you will often hear ſome touches of 
Points or Fuges 3 but not inſiſted upon or 

continued as in Fancy Mulick. | 
I need not enlarge my diſcourſe to things 
ſo common in each ones Ears, as (orarts, 
Sarabands, Tiggs ,, Country-Dances, &c. of 
which ſorts, I have known ſome, who by a 
natural aptneſs and accuſtomed hearing of 
them 


[ 
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asto Prick hom dowryin Notes. 
ro. this drqongeat cannot contait1 


Eh CR LE 2he 


= of ſuch $inds of os moſt affect ; and 


Prick- them down in cne Part under 


[bbs as ade Exap es are fet_ i {hg 
of the belt 


may ve you as 2Patter 
y "I Coripeſe of at Kidd of Mu- 
Iz gt 
5] 
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6 ck: Ouclandiſh Authors, , 
I r 


umental Muſick ; no Na- 


BOY Ways i anion) being copabea te F = 


| bs + br various and. numerous Conſorts , "+ | 

3 > 4 » 5, and 6 Parts, made properly for 
nſtrumentsgof. all which a9 I laid) Fancies | 

are the Chicf, | | : - "ml 
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with the ſame degrees riſing or falling, which 


becauſeitis tyed to ſo {tri aRulezit is there- | 
upon called a Canon. Divers | 
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Canon is a Fuge, ſo bound up , orre-| 
Parts muſt preciſely repeat the ſame Notes, | j, 


— — 


D 


Il 


ſtrained, that the following Part or | c 


were expreſled by the Leading Part ; and | « 


\ Contriwance df Canon. ©. 17 
| | Diversof our Countteyimen have bevn EX 
1 cellent in this kind off Mafick: : but-none 
'*1 (that Þ meet with) have publi E In- 
W  ftru&t tons for making 2Canon. 4 a3 

Co | Mr. Elway Bevin proteilcs fair; be: the 
q Title page of his Book 3 and gives us many 
J Examples of excellent atid "intricate Canons 
| ofdiversſorts; but not one word) bf loſtſus 
"1 | #iontow to make ſuch like. 4 

8 ow Mr, ' 4 Morley 1 In his Tutnedud vt 1o-Mufich , 
| | pie. 1924:{aysthus ;: A-Cancr:may: be #rade 712 
Yr core cam prebended within jr reach of 
p'-- Vojce, 4s ihe 3, 5» 057% 8,9, ' 00,2402 
—Þ or other's. but for the, Compoſition: of. C azars yo 
| general, mule) eat he; gitien , as that which it 
performed by plaint ſighty/ wherefore I will refer 
7 io -ypur ans; finds to flrd put Juch- Folge 4s 
if yo -ſhalf:;think;enceteſt to be: i fo, 
f bs and make thenrfitfor your non 

«oF If, as Mrc:Morley fayes ,. tio general Rule 
nl can ke given s our: buſineſs maſt be-4o:Try 
215] what helps wecan afford a-Learnev rowardy 
E- | the;making;ofa Canon. 1 am' the; more ins 
IF | clined to offer unto you this little Eflay upon 
S, | it, becauſe the exerciſe thereof will much 
h | enable you in all other kinds of Compoſitions 
1d | eſpecially, where any thing of Fuge is con- 
EO? eine, of which, it 1s the principal, AndTI 
rs | L 2 will 


6 | 


2 
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will diz&+you inthe ſame Method which I 
did before in contriving a ſingle Fuge - that 
is, firſt, to ſet down your material Notes 3 and 
then, to accommodate your one: Deſcant | 4 
to thoſe Notes, 14203 rae 1 


> 6.2: Canon of two Parts. .- 
TE ill for more eaſe, begin with two | 
Parts; and-1:will take the firſt: two! : 
Semibreves of a former Fuge, to'let youſee'] 
the way and mannerof it, The Canon ſhall | 
be ſet-in a 5#h, 'above;, and then your firſt Þ 3 
Notes malls a An. | 'F IF 
By-5th.6th. 7th, Se. 2 
=. abave orbelow ts1 1 
. . r:--ſtpod the diſtance of tha b 
* Key betwixt'the: pico, | ] 

| ==7 ning. Notes of crhenY 
ICT TRS « , 1 a. 1 
' Hav ving. EA down. your beginnirlg Notes, | | 
your-next buſineſs is, to fill up-ithat vacant | 5 
{pace-1n the feeend: Bar, ' with what :De- | : 
ſcant you pleaſe; wan may by _— -in ves T ; 


wanner: | + awd *O). 4 
| ; '  » &: he di C44 58 f 
d "0 43 | 
£? {I 7 
The T ty y 
FP | a: 
ae Now, 
© E 


[8 | follows, 6" hi you mult transfer the ſaid new 


| -——_— "49 
EE===d the Fr: Brom Part 
; muſt - aHo fing the 


ſame Notes" ina 5th, 
' above z/it neceffarily 


Notes, tothe upper Pazt:; and apply new 


1 Deſcant to Them alſo ::and in this manner” 


you are'to! proceed | from Bar to Bar 5 ſtill 


: applying new Deſcant- to the laſt removed 


Notes. 
' In this manner you may continue Two 


1 Parts in One , to. what length you pleaſe. 
$ 4 ſhort Example may ſuflige to let : you lee 
F theway ot} W211 ; 


Example. 


= — EE 


"Fake cha; that the Canon endy wheys 
you ſee the little Arches over either Part. 
| Thereft is onely to make up the Conclufion ; 


as we commonly do; unleſs we deſign the 
L 3 _ Parts 
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Parts:'to begin over again, and lo to go 
round:without'a Concluſion. om 

Inthe foregoingi Example the Talovring | 
Part came in-above the/6ther Part) we will 4 
now take a view of it 'coming ii. uider-the Þ 
leading Part ; and after a Semibreve . _ 
The method is the farie 5 only ini ;Dhis., | 
mult remove the' new added Deſcant Sa [ 
ward , as before we | curryed it upward ; | | 
Nate, making new Deſcant to the laſt remoingy [ 

Qtes, 
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Whether your Ellowing Part + comes in 
after a: -Semabre ve! @QrY177m hr Reft ; - hore or 
leſs, the method is the ſaihe 3 as you may ſee 
In this next following : in which, the lower 
Part © CQmes In alive: Miwine nefe 


4b . $; Exz 


CCTAY "ai : 


SFFHEHEER RE 
@ js faffitere/ttIee ZE ſee, - 
with how muth cafe (being alittle exercifed 
in it). Two Parts in Oneemayibecarfjredion, 
to whatlength or ſhortneſs you pleaſes +1; 
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þ 3- Canonf.three _ 


JA/ Eu e,tryal, of 
21 ; carryeda n bythe $1e 4 
USL the Notes "fthe Leadin _— muſt 4b 
: 78d upwayd:ordownwatd, necord- Jtr 
inga9-the following Parts comme; either jR 
art” or below the Leading Part. Uh 
F wo friſt ſet dawn the Beginning Notes + 
of COMP Part, as & formerly did-of a « gg ſt 
Tags &,thit you may-ſeethe + 
Plrfoim thexeoFthus, + = + 
That: being done ;, the " 
firſt bufineſs is, to 'M- up ;,--..., 
the ' ſecond Bar of ihe 
Leading Part , with fome 
Note or Notes , which 
- May agree with chicPart | | 
'whie 10xtafter © ol -: 
it; EOF Note) tad | = 
Trays, = arts inthis canner. ES: ; 


Thenfitup the third» - 
Par 'of {the Leadibg: . Þ 
| Part with ſome Note 
- or: Notes which-indy", - 
agreeawith both:the | * 
other Parts:3 ſtyl-ad-' » -. 
ding the faid Nate: or - 


"7" CO MORET. - EP" 0 p - a ACS - - 
*: #2 od "hy LIE d, ©, TOR : fa 
. TY; : 1 4 
% a - Vw 
4 T 
* - uh E 
s 
* 
/ 
- 


cons thor Parts. And ths you are 
70.do from Bat-to-Bar 4 Ot; 

: Butif you perceive that your allonick 
Parts begin to run counter one upon another 
Py theſe additional Notes 3: you miſt then 
Fry ſome other way; , either by putting 10.2 
kk cft,; ot by altering 1 the courſe gr Notes of 
th Eng) Part : And in this particular it 
Jis-(as Mr. Morley \faid) that Canon is per- 


> 1 formed by plain fi ight, 


Be ay 


yay 


F: 


7 ) Example f 7 bree Parts 1# One, 


T7 OU woull Hive als : Calm to go 
round ; the 'Conclufion muſt be * gn.o go 
(an ma, Patt muft_ begin again , when it 
| comes to that Note which is marked with a 
little Arch over it; where the Canon ends : 
and the Reſts which are ſet at the beginning, 
before the following Parts, muſt be left out.. 


| And then the uſual way of Pricking it down, 
Is 


7 


054  ACompendinnrof Wil. ow 
is only the. Leading Patt ;-fec alone with] 
marks directing where! the other Parts obie| | 
5 as CUE AT VEST} DOT 1202, E 4 
5 43. Canon's inn nth 5th below ant gh; ive; I E] 
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$3 on me -q Hond, ad teh ” 4 ry come. wnto thee, Is 
' {ec 
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X He ſame Method ge ſerve for aCanoaſ! y 
SD: 


omes in; —— to ON Pakl ql: 
| a7 9) vit(s rogether.- : 2 : | 
pF6:9 eyou an iter \ Nodobtothel j 


: 1n reference. whereto , you may , .confider,] 


4-0 atſecin oe: chPart oth begi in m; M3 
4-4 one ; 4t-H | Mohrs, © that the-fors* Fi 
My Parts muſt move into the Concords ofi ofÞ - 

e laid Tone : ;.cither aſcending or deſcend! 


, 


ing 3 avd þy this means the Sound. 0 the 


'13.# 4/4 


ſame Tonewill be continued-fo long as, the 
Pa, move F'YR, the Fopcards of Fo ef 


Con ondriDance W, Gem d. d, 


As {jou EX 


ET EP PRE ERERE 


F- this you ſee what Concords your, 'Ca> 
non muſt move into ; your care. being ng. 
'more then to avoid the Conſecution of Per- 
"Ts; of the ſame kind, and to diſpoſe your 
Parts (fo much as you can ) into different 


| Concords. 
y Example of Canon in Uniſon, 
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—$5. Of Syneopated or Driving Carion. bs 


[Here is another ſort of Canon in Uniſon] 

in which the following Parts .come inÞ.q 
upon a (rochet, or upon a Minim Refs , one 

after another ; and this kind of Canon may! T 

be applyed to any Ground or Plain-ſong con-Þ 1, 

fiſting of Semribreves ; or of Breves , if you 

double the length of the Deſcant-Notes. © | bt 

I will firſt fhew the yay of it upon Seng F 

ah 

[- 


breves moving by degrees. 


Example. 


The Figures hiw: the Concotds of the b 
Leading Part to the Ground both aſcending 
arjs delcending,” If the Ground conlift of 
Breves, the length of the Deſcant Notes tt it 
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' be doubled.. And this, I think may ſuffice:to 
| let-you ſee; the order of yourrDeſcant;>in 
MN; thoſe places where the GroundorPlain-long 
In}ſhall riſe or fall by degrees. 


De T will now let you ſec how to order your 
YI Deſcant when the Ground ſtall move Mr: 


nx gi |”; 

uy aL 8: which the! movement & your Deſeant®-| 
| | ouſt be. from 3d. 'to 3d; and your, leading 
Part m muſt alſo meereach Note ofthe Groud 
23d. both which are cafily effefted, as) 
[my fe ind the EPEOIee WaAneryt THT. LOOT 
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into3wo Crochets, , and tact Fark 
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/\You ſhall now-iec the former degrees and 

theſelca mixed one: with another i: Ty 3 

following Exainple: be 


AM 4- CI 71 Uniſon P04 Ground." FEY 


I will now ſet down this Canon i n 

Notes, thatYbimay bettt? perceive?! | 
iSyncopati®h,and [alf@ how the PAFEGHROVE Jo 
FOw 34/to 24; 3 ex6epting” where the 'BajF | © 
removes but one degree 3" In which Lara 
they 


id |they make a leap toa 4h. Alſo you may ob- 
[ſcrve, in the leading Part (andlikewile thoſe 
[bat follow) two 
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In theſe Syncopated Canons you may ob- 
ſerve, that. Two of the Parts do. move up 
and down, in an ,cven. Meaſure ; and the 
othet Part (by reaſon of Its coming. in.upon 
at-odd Reſt) doth drive or break in betwrxt 
{| them. | LOTT. 

- 1:Aﬀeer the'ſame manner of _Syncopation or 

| driving, Canons may be- made (*thoughnot 
upon a Ground.)' the Parts being ſet g_ 4th, 
; 5th, -or 819, gne;.from another; as ;you-may 
1 fee by theſe twe-following,-made by the 
{4 excellent Mr. 1atthew Lock, | | 


L445 Cart in the Bth. and 4th. below, 
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A 5 Canon, inthe, 5th. belowand 4th alone) 
a wo « ge: "ny fo. 


. The Rule or Method of which is this; that 
the Parts (whether aſcending qr deſcending) 
procced fron! 34. to 3d. like the former two 

15 1 Vſo - And break -offzo FS  W 
antrar -tOkcep WW - 
which erate would aſcend lor | 


Tdve.ligits: .- | CISDISN | 
ofthe Pats, i-accotalag to | 


1 Divit 10n of an 2 Off ave, which | 
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in their Fxamples. 
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| $6. Of Canon a Note Higher or Lower. 


"Anon! a_ Note Higher , is when each 
&-/ Part comes in a Tone or Note above 
another 3 as you may ſee in this next follow- 
ing'3:thade by the forenamed Mr. ' Lock, 
Whiclidepe 3ds upon fight ; and therefore no 


Rule to be given 3. excepting the helps for- 


- 
as - DOS $ 


Canon a Note bigher. 


Canon a Note Lower, is when the Parts 
comt.in a Tone or Note under .cach other 3 
as you may ſee by the next following 3 made 
by our firſt propoſed Method ; with ſome 
little reference to fight, "4 
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| 


- 


. Example. 


Which may be 
Prickt in one lin- 
gle Part, and mark- 
ed .in manner as 
| follows. 


the Leading Part. And this 1s the beſt fra 
| O 


mL, 
x, P 
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of Varking a Canon, eſpecially , when the 
following Parts come in upon ſeveral Keys ; 
which may be known by the ſeveral Clits, 


1 which denote thoſe Keys , and do alſo ſhew 
the compals of the Canon. "3 


d7. of Canon Riſing or Falling a Note. 


Here is another fort of Canon which 

Riſes or Falls 3 Note, each time it is re- 
peated ; and may be compoſed: by our firſt 
Method; onely you mult contrive it ſo, that 
It may end aptly for that pI 


E naps 


Canon Riſing a Note each repetition. 
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Canon F alling A Note each repetition. Ln 
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I: Of Retrograde Canon » {OP: Caron 
| ReCte & Retro. | pre ok 


Ome Canons are made to. be Sung Redfe 

&- Retro (as they phraſe it 3) that is For- 
ward and Backward ; or one Patt-forward 
and another backward. Which may feem a 
great Myſterie, anda buſmels of muck [ntyi- 
cacy , before one know the way of ' doi 
it : but that being known, it is the eaſieſt of 
all forts of Carons. - This which follaws ſhall 
ſerve for an Example of it. 


Canon Recte & Retro. 
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ftion whereof: is no more da this which 
follows. MOTT 616197 

4 -4 Only the end of 
'one/Part, Is 5 
[tothe end» of ithe 
"other 10: a''retro- | 

} | grade form ;/as rp- 
on examination you ll: alily find; iP! you 
look back pon. the ſtroke -which you ſee 
drawn throiigh the middle! of either.” And 
after the ſame 'manner you may ade wore 
Parts to theni'if you pleaſe, 

[There 1satiother way: of Compoſing Mats 
 fick' t0'be} playd'or King forward atd back- 
ward nh toithe/ſatte effect ea) which is; by 
making the Parts double;astwo Trebles; two 
| Beſſos, Kee, as you ſee hire following; | L291 


{4:31 


\E xawple, —— E 
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- Here you have two-Trebles and two: Baſſes; 
which, as they now ſtand, may be playedor 
ſupg, as-well backward as forward:3:zand will 
reſemble a Leflonof two Strains':: tke firſt, 
forward ; and'theſecond Strain backward ; 


as upon tryal you-will perceive;! But {if you | 


would: have one Part to be ſting Backward., 
whilſt: the ather- firigs Forward 3 you muſt 


then turn - ane of the Trebles, and likewiſe + 


one of the Baſſes, the' contrary way 3 and-joyn 


them. together, 1o,. that their two ends may. 


meet in the middle of the Leflonz-as you. ſee 
in ;the.. following} Example :;.and *then the 
Harmony will be: right, whether, you fing 
them; backward,/or forward 3; or; one Part 
forward and the other. Part backward. Like- 
wiſe, Twe may' ſing; the 1reble 5 one forward, 
the other backward ;, and other Two, the 
Bafſe in like manner; and then, it 1s a Canon 
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' Inlike manner you may compole Six Parts 
| in Three; or Eight Parts in Four ; by adding 
two Alts, or:two Terors, or both'; and then 
joyning their ends together, as we d1d theſe 
 Trebles and Baſjes; | 

By this which hath been ſhewed, Ifuppoſe 
you ſee the way of Retrograde Delcant. But 
I muſt advertiſe you, not to ſet-any Notes 
with Pricks after them, in this way of Ree 
& Ketroz becauſe the Pricks , in the Retro, 
| will ſtand on- the wrong ſide of the Notes. 
Alſo,you muſt be wary how you uſe Diſcords / 
therein; leaft, in the Krvert'or Retro, they = 
| hit upon the beginning inſtead of the latter _ 

Part of the Note: © + 


$9. Of Pouble Deſcant. _ 

T 1s called Donble Deſcant when the 
£ Parts are ſo contrived, that the Treble. 
may; be made the Baſs ,, and the Baſs'the 
| Treble. I will give*-you an Example of 
| it .in | Canon and : per *Arfrm & Theſrn , 
that. ( for brevity ) 1 may _ compriſe botty - 
under one 3 as in the Example next fol- 
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| Doubl : Defeat i in Canon Per, Afin & Thefin, 


This may ſeem 
x difficult buſineſs 
to' one” that 1s not 
very reidy in his 
| SLE light but I ſhall 
render it'as plaiv And caſie'az>f did the fitlt 
Examples of Two Parts.in Ohe; for it 
be mn” ythe fame Method. ' Only in 
This, invert the Notes as you 


place Sun in he followihg Part ; accommo- 


dating your new Deſcant ( Bar after: Bar) ito 
the Notes fo inverted: as you may eafily per- 
' ceive by this Iftance of its begining, - 


- But I muſt give 


any 5ths, in this 
kind of iouble Deſcant, unleſs in paſſage or 
Binditig like a Diſcord ; becauſe , when 


you 


| 1$6d008 Caveat; 
which is, 'that 
x; you mult not uſe 
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The Canonbegun 

þ 1n Vriſor5 which, in 

SP __ * the Reply, ts chang- 

Fe 3 /''ed/into-an 8th. But 

| the fame Method 
oever it beſet. 


? 10. Of Canon to a Flainſong propoſed. 


[ Shewed you. formerly how to compoſe a 
& Canon in Uriſs# to any Ground or Plain- 


| ſong conliſting of Sexribreves or Breves ; and 


gave you Rules for it. But this which Iam 
now'toſpeak.of, cannot be reduced to' any 
Rule (that I know,) as' depending lecty 
upon fight : and therefore, all we.can do, 1s 
only co give-you what help or affiſtance we 
are. able,towards the effeCting of it, -* © We 


\ 


19% A Compendium of Miich, 


/ We will take(for Inſtance)one of Mr. Elway 
Bevir's; not tobe named withoat due praife | 
for his excellent Book of Canons, Printed 


1631. where you have Examples of Canons 
upon the ſame Plainſong , 1n all the diſtances 
contained in an Ott ave - of which this is one. 


===} 

Now, as tothe Contrivance, -Fixſt you are 
to confider, what;Notes will ſerve your pre- 
ſent purpoſe for the. Leading Part, and alſo 


ſute your following Part in reference to the 


next Note of the. Plaimſong. . When you have 
found out notes that will fit both theſe occa- 
; fions,Prick,them down:and © OR 
then your Beginning; will : J- 


ſtand in this manner. .. HE: 

Then you are to filt up 29196 —_ 
CELTS hin Hollie) Eg DICEREED 
the vacant Bar ofthe Iead- iy x 


ing Part , with ſuch Notes 2. 
as.may alfo ſerve*the fol-. ZE EEE 


the 
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[the next ſucceeding Note of the Plainſong ; 


[thus. | ; 
By, Fes And in this manner 
: you areto proceed,, 
from Bar to Barzftill 


rR—_ ; filling the empty:Bar! 
==7 of the Leading! Part, " 
—” with ſach Notes as 


Cm Ry 


EEE } may agree;both with: 
S+I===}-E= the. preſent Note. of 


| the Plainſong, and ſerve the following Part 


for the next. Note of the Plainſong allo. 
The ſame Method is to be obſerved though 


| the Plainſong be placed betwixt,or abovethe 


other Parts. As alſo, whether your Canon 
be ſet in a 4th; 6th. 7th. 9th. or any other: 
diſtance either above-or below-; as you may 


| ſee by theſe'two following Exatnples, 


Canon in the $f 9 below. 
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; Canon 7 s the gth. above, 


$12. Of Catch or Round. 
L Muſt not omit another ſort & Canon, i in 


more.requeſt and common uſe (though of 
'lefsdign gy) than all thoſe which we have 


mentioned ; and that is, a Catch or Round : 

Some cal! ita Canon in. ,Uriſor ; 5,0r a Canon 
conſiſting of Periods. The contrivance where- 
of is not intricate'.;. for, if you-compoſe any 


ſhort ſtrain, of three or four Parts, ſetting | 


' themall within the ordihary; compaſs of a 
Vayce ; and then place ohe Patt! at. 
of another, in what, order you pleaſe , ſo_ as 


they may aptly make one continyed Tune 5 


you! YE fiſhed: a | Catch. * 


Exariple, 


_ 


1 ciſc of it, to your own Study and Induſtry. - 
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Here you kave 
[the Parts as they 
\ Are Coentpoſed5 

and . NEXT; - »'YOLL 
—F-; ſhall have then 
| _ _ .atthe 
Y end ot:ano | 

N with a OCW 
Et recting where 
the following 
Parts are to come in'; as you ſee in this fol- 
lowing Example. 


£4 WY 
A Catch of Four Parts. 


" thnia given you hes Lights ard roftrus 
Ftions for the;Contrivance of Canon, which 
is the laſt, and ( eſteemed.) the Intticateſh 


Part of * Compolition 3 I muſt refer 4he(Exer- 


And 


4 176. A Compendium of Muſick. 
= And now I have delivered (though in 


”  brief)all ſuch Inſtruftions asI thought chiefly | 
3 neceſlary for your Learning of Prattical My- 
ſick, | But it reſts on your part to pur themin 
pratice”:; without - which nothing- can-be 
effected. For, by. finging a man is made; a | 
Singer”; and by compoting he” becomes a 
Compoſer. 'Tis Practice that brings Expe- | 
rience; and Expetience begets.that Know- 
ledge which improvesall Arts and-Sciences.- 
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